The metaethics of feminist artwriting. by McCarron, Pamela
University of Massachusetts Amherst 
ScholarWorks@UMass Amherst 
Doctoral Dissertations 1896 - February 2014 
1-1-1995 
The metaethics of feminist artwriting. 
Pamela McCarron 
University of Massachusetts Amherst 
Follow this and additional works at: https://scholarworks.umass.edu/dissertations_1 
Recommended Citation 
McCarron, Pamela, "The metaethics of feminist artwriting." (1995). Doctoral Dissertations 1896 - February 
2014. 5201. 
https://scholarworks.umass.edu/dissertations_1/5201 
This Open Access Dissertation is brought to you for free and open access by ScholarWorks@UMass Amherst. It 
has been accepted for inclusion in Doctoral Dissertations 1896 - February 2014 by an authorized administrator of 
ScholarWorks@UMass Amherst. For more information, please contact scholarworks@library.umass.edu. 

THE METAETHICS OF FEMINIST ARTWRITING 
A Dissertation Presented 
by 
PAMELA McCARRON 
Submitted to the Graduate School of the 
University of Massachusetts Amherst in partial fulfillment 
of the requirements for the degree of 
DOCTOR OF EDUCATION 
May 1995 
School of Education 
© Copyright by Pamela McCarron 1995 
All Rights Reserved 
THE METAETHICS OF FEMINIST ARTWRITING 
A Dissertation Presented 
by 
PAMELA MCCARRON 
Approved as to style and content by: 
Robert R. Wellman, Chair 
Hi Jr*'- 
JrXeonard Benson, Member 
Elizabeth Carlisle, Member 
ACKNOWLEDGMENTS 
This study is dedicated to 
Stella Theophane Fortier McCarron and James F. McCarron 
With gratitude to: 
Committee Members J. Leonard Benson, Elizabeth Carlisle and 
Robert Wellman for patience and for exemplifying learning and 
travelling as a way of life 
Norma Lahainer and Judith Davis for encouragement 
Agni Saucier for diligent hours in preparation of the 
manuscript and for friendship 
the Tower Library and the Newman Center Library 
Hattie Luise 
and to Iris Hofmeister Cheney. 
iv 
ABSTRACT 
THE METAETHICS OF FEMINIST ARTWRITING 
MAY 1995 
PAMELA MC CARRON, B.A. UNIVERSITY OF MASSACHUSETTS AMHERST 
M.ED., BOSTON STATE COLLEGE 
M.A., UNIVERSITY OF MASSACHUSETTS AMHERST 
ED.D., UNIVERSITY OF MASSACHUSETTS AMHERST 
Directed by Professor Robert R. Wellman 
With the impact of feminism and other liberationist movements of the 
1960s and beyond, academic disciplines have faced intensive scrutiny, and re¬ 
examination of many of their basic premises and methodologies. Art history is 
one such discipline. By the 1970s, feminist critique of art history and practices in 
the art world had brought about the feminist art movement. This movement 
continues today and has developed and grown in many directions. 
Artwriting by feminists has proliferated and the literature includes re¬ 
search on female artists, studies on representation of women in art, critiques of 
texts and other previous artwriting, and discussion on biases, omissions, inad¬ 
equacies, and the nature of the discipline itself. Attempts at an overview of the 
movement have focused on discrete issues, events, or histories of developments. 
Review articles and anthologies have not adequately studied the underlying 
philosophical and ethical motivations of the movement as a whole. 
v 
This study considers the over-arching philosophical elements implicit in 
feminist artwriting. Through a review of the literature, and aspects of 
general feminist studies and feminist philosophy, particularly ethics, I examine 
how they contribute to the feminist art movement, and how the movement has 
changed thinking, teaching and learning about the history of art. 
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CHAPTER I 
THE METAETHICS OF FEMINIST ARTWRITING 
Background and Overview 
Linda Nochlin recalls that when she wrote "Why Have There Been No 
Great Women Artists?" in 1970, there was no such thing as feminist art history.! 
The women's art movement was just beginning. Yet by 1987 the prestigious 
journal of the College Art Association Art Bulletin had published a lengthy 
review article highlighting important contributions, debates, and some of the 
major issues. Detailed responses and counter responses by two pairs of noted art 
historians followed in 1989 (Gouma-Peterson and Mathews; Broude and 
Garrard). 
In the years between 1970 and 1987, and on into the 1990s, a whole body 
of literature has proliferated. Articles, monographs, dictionaries, exhibition 
catalogs, various anthologies, etc. have made their presence known in the main¬ 
stream, and many significant works have come through the alternative, or grass¬ 
roots presses as well. Despite the presence, there is considerable lack of aware¬ 
ness and resistance to the phenomena of feminist art and feminist activism/ 
history/criticism. 
The 1970s and 1980s were resplendent with experimentation in art and 
artwriting by women, much of it influenced by the women's movement, the 
growth of women's studies in academia, civil rights and the 1960s general chal¬ 
lenges to all major institutions. Art institutions were not exempt from scathing 
critique. Museums, galleries, art schools, universities, and the publishing indus¬ 
try all became sites of art conflict with feminists, with racial and ethnic groups, 
with political activists, and others. Artists were among the first to step forward 
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with actions and demonstrations against the "establishment" art world, as 
Corinne Robins and many others document. 2 
The development of the women's art movement was not simply a result of 
a series of events, or publications, arising from protests against social or eco¬ 
nomic inequalities such as deep dissatisfaction with the exclusion of or under¬ 
representation of women in museums, galleries, and historical texts. Enthusiasm 
for women's culture as a separate sphere was part of the movement from the 
onset. Feminist art projects like Womanhouse in California were instrumental in 
creating a new milieu and new possibilities for women artists, and those who 
wrote about them. 
Betty Friedan, Mary Daly, Gerda Lerner, and a score of others writing in 
the 1960s and 1970s about the position of women and recognition of the expan¬ 
sion of potential in all areas helped bring about a massive psychosocial struggle 
over power, control, and entrenched gender roles in society. These major up¬ 
heavals are far from resolved at this date. 
The juxtaposition of two images from the inaugural issue of Ms* in July 
1972 may shed some light on resident psychological polarities not only in society 
at large, but in the art world. The first, "Wonder Woman," soaring fiercely above 
the city, in strength and power, appeared on the cover. The second, "Terminal 
Piece," Kate Millett's sculptural depiction of a woman within a cage, passive and 
presumably accepting or at least resigned, appeared on the art review page 
(which was to be a regular feature) in Ms. Both indicate extreme views which 
coexist and shift, and loom as phantasms in the culture, in the psyche of women 
(and men). They relate to contrasting and contradictory images of power and 
passivity. Eve and Mary, Amazon and docile home-bound help-mate, put into a 
contemporary context. 
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The fears and desires of and for the powerful and the "helpless" and 
"rightfully" dominated woman, exist as lingering images among artwriters and 
artists as well, and are played out against individual visions of what art history 
is, was, and could or should be. Hilton Kramer, former art critic for the New 
York Times, asked in all seriousness in 1990, "Can Art History Survive Femi¬ 
nism?" No, he answers, "if Professor Pollock and her sister radicals have their 
way. "3 He's probably right if his aims are the elimination of the "female men¬ 
ace" with all its deconstructive and reconstructive ramifications and a return to 
art as a relatively unproblematic male bastion. 
Feminism sparked many movements. Feminist art and artwriting, one of 
the many offshoots, is a broad-based movement with a strong didactic force 
permeating its philosophy and practice. Feminist art is far more than a style or a 
method or another "ism" of modernism (such as surrealism, minimalism, or 
cubism). Lynda Nead (1988) insists that 
Feminism is not and should never be an approach to art history. Rather, 
feminism has identified art history as a form of patriarchal culture, and 
has begun to challenge the values and ideas constructed with art history 
as part of its programme of cultural politics.4 
Feminist writing about art, mostly from 1970-1994, is hardly monolithic. 
Difference and conflict have been present from the beginning. Yet all deal in 
some way with woman as subject, from whatever ideological position, in dy¬ 
namic interactions with class, race, sexual preference, ethnicity, and other signifi¬ 
cant variables. Feminist artwriting, informed by that consciousness, may lead in 
many directions, to be explored in this study. 
Art and Values 
However much modernist aesthetics underwrites art pQUT Tart or “art f°r 
art's sake," art as a discrete autonomous entity, art continues to be, among other 
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things, a site of highly contested cultural values, norms, and aesthetic explora¬ 
tions. The feminist art movement problematizes the "given" of art while being 
deeply committed to the infusion of a new spirit to it. The strong attachment of 
art to money, power, and established male shibboleths is a fact to be dealt with, 
not hidden. 
The view of the arts as a reflection of values and as a determiner or 
teacher of values has a long and relentless history which an Oscar Wilde or 
Clement Greenberg had only partial success in rejecting for the benefit of their 
contemporary audiences. Morality and ethics are in most instances, somehow, in 
some way, deeply implicated in the practice and philosophy of art and art his¬ 
tory. 
Art has a special place in the traditions of the arts. The arts and the hu¬ 
manities are basically synonymous, both referring to the liberal arts. The Oxford 
English Dictionary (hereafter OED) defines the humanities as "learning or litera¬ 
ture concerned with human culture." Numerous writers have endeavored to 
further define and expand that definition. The arts sometimes refers to the per¬ 
forming, theatrical, and visual arts. Theorizing and writing about art are aspects 
of the humanities. Art has a central role in the humanities. 
William M. Dixon applied himself to the cultural phenomenon of the arts 
in the midst of World War n. 
When you enter the temple of the arts you enter a building dedicated to 
the Muses, and the soul is there disturbed by a sense of how great and 
terrible, how strong and beautiful is this universe of ours... We are taking 
part in cosmic affairs of a magnitude beyond all imagination to compass 
or language to express.5 
Museums, places for the muses, assumed the status of the temple or cathedral. 
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Cosmic affiars were a matter for interpretation. The question "What is 
art?" poses no problem for John Canaday. He concurs with the dictionary defini¬ 
tion he quotes—"Art reflects the creativity of man as distinct from the world of 
nature."6 He explains further that 
Art and living are inseparable and mutually sustaining and always have 
been since the appearance of human beings on our planet... the function 
of art is to clarify, intensify, and otherwise enlarge our experience of life. . 
.. [Art is] sometimes profound, sometimes entertaining... an inexhaust¬ 
ible enrichment of life.7 
Canaday's text putatively illustrates his thesis by examples from many periods, 
cultures, and styles. His enlarged experience of life unfortunately omits the 
cultural contributions of women. 
Ralph Barton Perry offered a classic view of the significance of the hu-. 
inanities. Humanities such as history, literature, art and philosophy 
afford the highest probability in the long run that students, even if they do 
not want it, will obtain from teachers, even though these do not have it, 
some slight trace of that freedom, of that learning, imagination and sym¬ 
pathy, of that dignity and demeanor proper to man [sic] which I have 
called 'humanity'.s 
Feminist Re-Valuing 
That trace of freedom can become more than slight through feminist 
thought and action. The utopian aspect of imagining a road to greater freedom 
via the humanities, although quaint and necessarily highly suspect, nevertheless 
contains hints of a positive culture imbued with ethical possibilities. The male 
theorizers of the arts and humanities in describing the special qualities of the 
arts—the intriguing, the indefinable, the edificatory, were ignorant of women's 
culture and perspectives, and thus flawed. 
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Art may embody noble aspirations, applaud innovation, stir deep memo¬ 
ries, induce other-worldly vision. It may criticize aspects of society by condem¬ 
nation, mockery, rejection, shock, or esoteric retreat. It may indeed support and 
reinforce the status quo. It may be thoughtless and trivial, ugly and banal, with 
no seeming redeeming feature. It may be crass and commercial, conforming to 
lucrative trends. In short, whether highly influential or scarcely known, the 
range of intent and/or effects is indeed great. Art reflects, leads, entices, disap¬ 
points, leads to ecstasy. 
It would hardly be surprising to find misogyny deeply embedded in the 
whole spectrum of art, given the characteristics of a patriarchal world. Expres¬ 
sions of virtue and vice, good and evil, are indeed played out in many complex 
ways, although by no means always consciously. Women's studies, into which 
feminist art history, education, and philosophy could be "placed," has by its 
nature always been deeply imbued with ethical concerns. Florence Howe recog¬ 
nized this when she asserted that all scholarship, heretofore known, was seri¬ 
ously deficient because 
education is a kind of political act... the study of half the human race -- the 
poltical act we call women's studies - cannot be excluded without obvious 
consequences to the search for truth.9 
That pursuit is a noble goal, whether one defines truth as an immutable, 
transcendent and eternal essence, or as time-and-place bound, highly tentative 
and relativized, "truth" has been an acknowledged goal or liberal education, a 
direction, an ideal allied with omniscience, with knowing and understanding all 
things, possible or not. 
Deconstruction and postmodernism, by attacking false and rigidified 
proclamations of truth, and even when denying the possibility, actually partici¬ 
pate in a project of truth-seeking. All statements are not equally valid, or un- 
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knowable. The pursuit of truth, from whatever vantage point, is an ethico- 
philosophical adventure. The pursuit of truth could be called an intellectual 
virtue and an ethical principle. 
Feminism has threatened the male traditions of greatness and genius. The 
history of men, written by men, was "history." The history of men's art written 
by men (mostly) was "art." Neo-conservatives conveniently forget the truth 
mandate of the arts and humanities. The search for a more accurate and repre¬ 
sentative past is both conservative—aiming to save for posterity, and revolution¬ 
ary—aiming to re-produce the knowledge and accomplishments of a past far 
more diverse and incompletely documented than heretofore reported. Feminist 
artwriters are both conservators and visionaries when they consciously and 
diligently participate in the breadth and depth of art and its history, and in its 
future manifestations. They must be well-schooled in feminism and in art. 
Ethical Paths 
An introductory study shows that certain characteristics appear and 
reappear. Visions of truth and justice, recognition of oppression and the will to 
fight it, and affirmation of women's culture form a tripartite warp and weft of a 
sometimes loosely, sometimes tightly-woven richly-textured multi-colored 
fabric—feminist artwriting. Feminist artwriters have begun to make the connec¬ 
tions that bespeak the unity of art and life. By artwriting, I mean to include the 
work of art historians, critics, cultural workers, artists, or others who participate 
through writing in the feminist art project. Some may span several of these 
categories. 
Lucy Lippard, for instance, is a critic, but has engaged in art and political 
activism in many areas, including the Vietnam War, the art of native peoples, 
high-style contemporary avant-garde, etc. Widely known in the art world, and 
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involved in feminist art since its beginnings around 1970, Lippard exemplifies 
the integration of "art and life." 
A developed feminist consciousness brings with it an altered concept of 
reality and morality that is crucial to the art being made and the lives 
lived with that art.io 
Andrea Juno and V. Vale editorialized in Angry Women (1991) about the 
medium of performance art. A vision of justice is common to both these authors 
and, according to them, the artists. 
Consistently women performance artists seemed most perceptive (and 
poetic) in their criticism of social and political inequalities; in their radical 
public disclosure of personal humiliation, pain and injustice (an act of 
catharsis which benefits society); and in their calls for a new consciousness 
which for the first time would integrate political action, cutting-edge 
theory, linguistic reconstruction, adventurous sexuality, humor, spiritual¬ 
ity and art toward the dream of a Society of Tustice.n 
Norma Broude and Mary Garrard, editors of the 1982 anthology Femi¬ 
nism and Art History, published a collection of some 29 essays. The Expanding 
Discourse: Feminism and Art History (1992). Their approach lacks the humor 
and imagination of Juno and Vale, or the explicit references to justice, but their 
extensive scholarly endeavors do allude to ethical matters without pursuing that 
line of thought. In the preface and introductory essay they reflect on the preced¬ 
ing decade and try to make sense of the many seeming extremes of thinking— 
postmodernism, deconstruction, essentialism, social constructionism, questions 
of methodology, practice. As self-identified liberal feminist art historians (but 
"centrist") they embrace the possibility of many positions within feminist art 
historical scholarship. To them, no position or ideology—Marxist, socialist 
feminist, radical, etc. can be legitimized as ihfi authentic feminist thinking.12 
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While acceptance of difference and diversity are admirable, they beg the 
question of how feminism's potency can be realized within specific positions. 
Broude and Garrard fail to delve deeply into a broader assessment of meaning 
and underlying philosophical aspects of the feminist art movement, but rather 
see it as one movement of many which influences and changes art history. Their 
first loyalty is to the discipline, not to feminism. The essays themselves exist as 
separate islands of feminist positionality. This anthology has much to commend 
it. Yet a more developed consideration of moral and ethical principles from 
which the writing springs, is in order, and the task here. 
Cassandra Langer (1991) supports freedom for women to seek a personal 
aesthetic, while being ever mindful of the inhibition fostered by the patriarchy. 
"The women's movement in art has an ethical content. "13 Langer gives examples 
of feminist commitments, sense of mission in the art world. She later writes: 
I think with Lorraine Hartsberry that 'it is about time that equipped 
women began to take on some of the ethical questions which a male domi¬ 
nated culture has produced and dissect and analyze them to pieces in a 
serious fashion/14 
Mary Daly's extensive writing on feminist philosophy and theology re¬ 
writes and overturns patriarchal concepts of virtue and vice in the sphere of 
living and the special sphere of the intellect. Courage, justice, prudence, temper¬ 
ance take on new meanings. She urges women to "ask Wild Whys.", Sin (break 
through the conformity to harmful, inhibiting dictates), exercise genuine Pas¬ 
sions for the world, move, evolve, spiral towards Be-ing, take an Outercourse.15 
Her daring re-appropriation of etymological origins and free use of lan¬ 
guage are unequaled in feminist writing of any kind. Daly's inspiration, knowl¬ 
edge of women's history, and the history of philosophy enable her to lay bare the 
false and superficial "truth" veneer of patriarchal scholarship, and design a 
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rigorous but flexible process for transformation into spheres beyond male domi¬ 
nation. She introduced the concept of Feminist metaethics in Gvn/Ecology: The 
Metaethics of Radical Feminism. 1978, to which I am greatly indebted. 
Poet Adrienne Rich, speaking as an educator, stresses the extreme impor¬ 
tance of language, and names the most difficult thing of all: 
Listening and watching in art and literature, in the social sciences, in all 
the descriptions we are given in the world, for the silences, the absences, 
the nameless, the unspoken, the encoded—for there we will find the true 
knowledge of women.16 
Thinking and analysis are essential to come to a new consciousness and 
capacity for action. Art historian Linda Nochlin spoke at the Wingspread confer¬ 
ence on Women and the Arts (1973): 
It is only through truth that you can arrive at what is really the whole 
point of the women's movement and that is the implementation of justice. 
.. It is the business of the feminist movement in every field and on every 
level to combat both of these types of injustice [primary and secondary] 
through action and through constant questioning and piercing through of 
our so-called 'natural' assumptions.17 
Truth and justice are here ideals of process rather than fixed absolutes in 
the traditional philosophical sense. They are ideals that refuse erasure of 
women's thoughts and women's lives. Linda Nochlin's allegiance to ethical 
principles is shared by the feminist art movement as a whole, which subsequent 
chapters seek to demonstrate. 
Purpose of the Study 
The purpose of this study, interdisciplinary by its nature, is to ascertain 
what the ethical elements in feminist artwriting are, and how they function 
within the writing. Several questions relate to the study. Do certain terms or 
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concerns appear frequently? Are they explicit? Does the discourse of art address 
these concerns as ethical matters? Where does feminist artwriting diverge from 
other progressive or transgressive movements in art? 
Since change is implied by feminist challenges to the status quo of the art 
world, what specific matters are singled out for particular criticism? What pro¬ 
posals or recommendations ensue? In writing from a feminist perspective about 
art, a new pedagogical dynamic and relationship to authority is also implied. 
What might some of the characteristics of that pedagogy be? 
In order to pursue these questions, I will establish the general context and 
describe and analyze a variety of contributions in feminist artwriting and femi¬ 
nist philosophy and ethics, and consider the pedagogical implications. A study 
of conferences and other kinds of meetings, where the potential for conversa¬ 
tions, communal learning, and dissemination of ideas is great, will further ad¬ 
dress the ethical content in feminist learning and teaching about art. 
Metaethics examines moral ideas for their tenets and assumptions. Rather 
than being concerned with norms, and systems of rule, it looks to the underlying 
ethical principles, feelings, beliefs which operate. Meta, meaning beyond, indi¬ 
cates the theoretical and philosophical questioning, which gives rise to an ethics. 
Metaethics is not a unified system, but an analysis of systems, principles, or 
concepts. 
Artwriting is simply, writing about art. "Feminist" pertains to the convic¬ 
tion that women's lives count, their experiences, their philosophy, their achieve¬ 
ments in the arts and elsewhere. It means being "for" women, for calling into 
question all of knowledge, especially when its development, principles, and 
process has excluded women, or has been based on misogyny or indifference to 
the fact of difference. The Metaethics of Feminist Ajtwriting proposes to deter- 
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mine what kinds of ethical principles are exemplified in the writing about art, by 
feminists. 
Helene Cixous claims that writing by women, which she calls ecriture 
feminine, embodies 
The very possibility of change, the space that can serve as a springboard 
for subversive thought, the precursory movement of a transformation of 
social and cultural standards.18 
Cixous creates a fluid, indeterminate vision of women's writing, in con¬ 
trast to the fixedness and phallocentridty of men's writing. Not intended to be 
rigidly defined, ecriture feminine is richly suggestive of the living potentiality of 
women's words, and, like a witch's broom, leads to another place. 
This is an example of a deeply held conviction that writing by women 
with a feminist consciousness has revolutionary potential. It is not enough to be 
a good scholar, or produce good literature. A feminist consciousness refuses the 
given, the status quo. Artwriters, feminists included, seldom find themselves at 
the confluence of the disciplines of art history, ethics, and education (pedagogy). 
Each area has its own concepts, assumptions, and literature. Research for the 
study shows that it is precisely at the confluence of these areas that discernible 
ethical commonalities become clearer, efflorescent. 
Delimitations 
Many issues in ethics as it pertains to art are beyond the scope of this 
paper. Among them are the following areas: 
Art law—an expanding specialty within the legal profession which ad¬ 
dresses contacts, artists' rights, dealerships, the integrity of works of art, etc.. 
Professional practices—compensation, hiring, seniority, etc., have been 
surveyed by the College Art Association, which publishes reports on the subject. 
12 
The art market—matters of policy, profits, manipulation, financial struc¬ 
tures, and a whole range of practices fall within this rubric. 
Preservation and restoration—Various schools of thought clash over the 
proper criteria. 
Problems of censorship and artistic freedom. 
Cultural property—This complex area involves rightful ownership, war 
booty, pillage, exhibition, theft, destruction, and compensation. It is a subject for 
national and international negotiation. The Hague Convention has been instru¬ 
mental in developing protocol. Museums, universities, governmental agencies 
must familiarize themselves, sometimes involuntarily, with policies and deci¬ 
sions about cultural property. 
The editors of Law. Ethics, and the Visual Arts feel a profound responsi¬ 
bility to matters of cultural property. 
Damage to cultural property belonging to any people whatsoever means 
damage to the cultural heritage of all mankind, since each people makes 
its contribution to the culture of the world.19 
All of these important areas may impinge on one another and may have 
profound impact on feminist concerns. They are themselves areas of specializa¬ 
tion. 
This study is based chiefly on an analysis of artwriting originating in the 
United States, with limited selected inclusions by others. Many countries or 
regions have somewhat parallel feminist art movements, among them Canada, 
England, Germany, New Zealand, Australia, India, etc., each with its own dis¬ 
tinct developments and history. The subject of international cross-influences is a 
fascinating one, also beyond the scope of this study. The story of feminist art and 
artwriting has many tales yet to be told, from around the world. 
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The chapters, organized as follows, detail the discrete elements and the 
complex interrelationships among feminism, the visual arts, feminist artwriting, 
and ethics. 
Chapter 1 Background and Overview 
Chapter 2 Feminist Philosophy 
Following developments in other disciplines, feminists have produced a 
growing body of literature in philosophy. Within this feminist ethics is a domi¬ 
nant area, along with political philosophy. Through a study of this literature on 
philosophy, including salient contributions by Mary Daly, Seyla Benhabib, 
Marilyn French, Elizabeth Kamarck Minnich, Eve Browning Cole, et. al, I com¬ 
ment on the various positions, identify major controversies, and describe the 
emerging moral and ethical principles. 
Chapter 3 Feminist Artwriting 
In this chapter I review significant works in this field. Referring to Mary 
Garrard, Lucy Lippard, Lise Vogel, Cassandra Langer, Griselda Pollock, Elsa 
Honig Fine, Linda Nochlin, et. al., I present major issues and achievements, and 
demonstrate how feminism and art history are related in feminist art history and 
feminist artwriting. 
Chapter 4 Feminist Pedagogy 
In this chapter I consider the role of conferences and aspects of pedagogi¬ 
cal literature (from the fields of education, women's studies, and to some extent 
art history) which relate to the creation of a distinctive feminist pedagogy, and 
the applicability of feminist pedagogy to teaching and learning about art. 
Chapter 5 The Metaethics of Feminist Artwriting 
Here I analyze the correlations and interconnections among feminist/ 
artwriting, pedagogy, ethics. While there is very little literature that deals with 
these intersections I present the general over-arching elements that con- 
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stitute the metaethics of feminist artwriting. I discuss feminist intellectual vir 
tues as operational in feminist work. 
Chapter 6 An Epoch, Progressing 
In this concluding chapter, I summarize key elements in the study. 
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CHAPTER H 
FEMINISM AND ETHICS 
Feminist philosophers wish that philosophy may now be an influence for 
freedom, for beauty, and for peace, and they are willing to work toward 
that transformation. 
Eve Browning Cole20 
The Bombardment with knowledge of physical atrocities is absent in 
academia. 
Mary Daly2l 
It is the primacy of women relating to women, of women creating a new 
consciousness of and with each other, which is at the heart of women's 
liberation and the basis for cultural revolution. 
Radicalesbians22 
Revulsion to meat eating acts as a trope for feelings about male domina¬ 
tion. 
Carol Adams23 
The relationship between ontology, epistemology and ethics is no relation¬ 
ship at all in our view, for these are merely different terms for the same 
thing and are entirely substitutable for each other. 
Liz Stanley and Sue Wise2* 
Ehiloaophy / Feminist Philosophy 
Philosophy, as a discipline with its own history, movements, schools, and 
"great men," numbers contemporary practitioners from a wide range of orienta¬ 
tions and world views. A relative newcomer, specifically feminist philosophy, 
has been developing in the last three decades along with the re-emergence of 
feminism as a major force. 
. Feminist philosophers accept women's experience as sources of knowl¬ 
edge, they demand women's perspectives as sources of philosophy, knowing full 
well the limitations and egregious mistakes of phallocentric philosophy. Diffi- 
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cult issues that directly affect women's lives become legitimate subjects for 
study. 
Feminist philosophers engage in philosophic discourse in epistemology, 
ethics, social theory, in virtually all branches of philosophy. Feminist philosophy 
is a heterodox, implicitly moral enterprise. In feminist philosophy, feminism and 
philosophy cannot exist as separate tracks that ne'er do meet. Feminist philoso¬ 
phy and western philosophy contrast like green oases and a parched expanse of 
seared earth. Mary Daly describes this in her Wickedarv. a very unusual dictio¬ 
nary. 
Phallosophy: inflated foolosophy: "wisdom" loaded with seminal ideas 
and disseminated by means of thrusting arguments. 
Phallic morality: morality completely unconcerned with right and wrong: 
system of ethics intended solely to uphold and legitimate the Phallic state. 
System of apology for every andocratic atrocity; the prevailing 'ethical' 
climate in all patriarchal societies, north and south, east, and west, right 
and left, rich and poor, 'free' and 'enslaved.'25 
Feminist philosophy has come to life. It teems with courageous inquirers 
into all human and cosmic realms. Gynesophia inspires intellectual and artistic 
culture. Gynesophia—the wisdom of women—is a living being, the servant of 
none. She commands no servants; she desires no servants. The torch is lit. 
There is no going back. Gynesophia is the living spirit of feminism. The ques¬ 
tions and themes of feminist philosophy are resplendent with intellectual, aes¬ 
thetic, and ethical vitality. The effects are political and spiritual. Gynesophic 
philosophy is the prevailing love of feminist wisdom. 
Feminism 
Before any further discussion of feminist philosophy, feminism needs 
definition. There are of course many possible definitions and interpretations of 
what it is and what it means. The word derives from the Latin femina, woman. 
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For a start, feminism is about women, about the value of women. A feminist 
ascribes to feminism. 
Distinctions need to be drawn about female, feminine, and feminist. "Fe¬ 
male" refers to the biological fact of women, with a body different from a male. 
"Feminine" refers to certain qualities ascribed to females sometimes con¬ 
sidered natural to the sex (usually by men). Examples might be loving, giving, 
passive, sweet, loyal, etc. The whole notion of femininity, a socially-constructed 
constellation of alleged qualities, is not a package most feminists can accept. 
"Feminist" refers to a woman who consciously thinks about the meaning 
and value of woman, who asks about her environment, her choices, her obliga¬ 
tions, and from whence these concepts derive. But that is only a very beginning. 
Feminism is a process, a movement, involving knowledge, critique, rights, feel¬ 
ing, willing, being. 
Female, feminine, and feminist are not interchangeable. Each has its own 
precisions and imprecisions, and its own connotations. 
Feminism is also a social movement. Historian Linda Gordon called 
feminism " a critique of male supremacy, formed and offered in the light of a 
will to change it, which in turn assumes a conviction that it is changeable." 
She sees that definition as fluid, as acknowledging female traditions, but denying 
an "eternal feminine" principle.26 
Feminism thus involves self-reflection, cultural and political analyses, and 
a recognition of institutionalized male dominance known as patriarchy. Kathryn 
Payne Addelson, along with many feminists, believes because of that domina¬ 
tion, "a moral, social and philosophical revolution is necessary to change it."27 
Toril Moi goes to the heart of the matter. 
Present-day feminism is a historically specific movement rooted in French 
Enlightenment thought (Mary Wollstonecraft) and in British liberation 
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(John Stuart Mill) and consequently wedded, in deeply critical style, to 
notions of truth, justice, freedom, and equality.28 
The many conflicting approaches to and ideologies about feminism can 
perhaps be loosely categorized into liberal, marxist-socialist, postmodernist 
psychoanalytic and radical feminism. Each of these can be further refined and 
divided. Numerous anthologies attempt to do this, with varying success. 
New terms keep cropping up—postfeminism, difference feminism, victim 
feminism, lesbian separatist feminism, imperialist feminism, power-feminism, 
ecofeminism, etc. A feminist should acquaint herself (minimally at least) with 
some of the basic arguments and positions in order to better determine her own 
positions, not for the purpose of further labeling. She may well consider ques¬ 
tions of primary identity for self-knowledge and increasing clarity of thought. 
Commitment deepens and strengthens, through heightened consciousness of the 
patriarchal reality. 
Marilyn French's detailed explication of what feminism entails paints a 
broad and impassioned picture. 
Simply to a feminist means to approach self, world, and reality differ¬ 
ently from those who are not feminists. In fact, feminism is a more radical 
departure from traditional points of view than atheism is from theism or 
socialism from capitalism. I am speaking here not of feminism as a politi¬ 
cal program designed to improve the status of women, but of feminism as 
philosophy, a morality. But even the first type alters one's vision, because 
to insist that the sex seen as deformed, inferior, sexually depraved, sinful, 
incompetent, weak and worthless is in fact able, worthy, intelligent, and 
strong — is, in short, fully human, is already to topple and subvert most 
of the customs and attitudes of the societies of most of the world.29 
Feminism, as well as each of the topics briefly introduced in this chapter 
are meant only as markers of areas for continued or future exploration. They are 
part of the feminist substance of philosophy and feminist artwriting, part of the 
contemporary context for such an endeavor. 
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Gender 
Gender as a category of inquiry is an established concept by now. Jour¬ 
nals such as Genders. Difference. Signs, and many others detail the issues of 
gender and sexuality as they affect other areas of study and inquiry, in both the 
sciences and the humanities. What can confidently be called natural and what is 
socially constructed later as a result of being bom male or female is an open 
debate with many unexpected complexities. One method of analysis, that of 
Louise Levesque-Lopman, claims that 
neither women, or men can be presently included under the general 
heading 'human' experience. Rather the biological distinctiveness, as well 
as the social experience resulting from this distinctiveness, must be ac¬ 
knowledged and described in order that experience be less masculine, and 
therefore human.30 
Many feminists insist that what has been passed off as human was actu¬ 
ally male. This is the case in virtually all "human" endeavors. Levesque- 
Lopman, as are many others, are convinced that everything must be questioned 
or as she says, "placed in brackets." Bracketing 
enables us to see the phenomena more globally, for to be liberated from 
the natural attitude means to be freed from the restrictions of conventional 
ways of seeing things and events, including the limitations of our feminist 
and sociopolitical perspectives.3* 
Conclusions about phenomena may be strong but are open-ended and are 
not be construed as ihe answer. Male/female, as categories, should neither be 
collapsed into "human" nor totally separated into litanies of difference. 
Levesque-Lopman maintains that feminist phenomenological sociology repre¬ 
sents an advance in thinking because "it not only seeks to interpret consciousness 
of the world.. .[but] seeks to transform it."32 Her book elaborates considerably 
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on that process, one of many possible analytical processes or ways of thinking 
about gender. 
Patriarchy 
Patriarchy is the rule of the day. The OED calls it "a patriarchal system of 
government; government by the father or the eldest male of the family; a family 
tribe, or community so organized/' Feminists employ the term widely to de¬ 
scribe any society (most in the era of written history) where male domination or 
oppression is indeed the rule of the day. 
It may be a legal system, a cultural system, a psychological system. The 
consequences infiltrate all areas of living, public and private, material and non¬ 
material. The operations are both overt, easily ascertained, and covert, deeply 
entrenched, undetected. The ubiquity of patriarchy paradoxically obscures 
realization of its functioning and ever-presence. 
Some manifestations are more malign that others. At its core is 
necrophilia; death and destruction result. Mary Daly and other radical feminists 
describe in detail, across history, across cultures, the atrocities to women and 
other subjugated classes, races, etc. that sprang from the condition of patriarchy, 
the rule over women by men. Ecofeminists (Daly included) decry the destruction 
and pollution of the earth, the animals, the very air we breath, all attributable to 
patriarchy. Their well-documented work only barely begins the compilation of a 
comprehensive all-inclusive full reportage and documentation of woman-hating, 
life-hating patriarchy in the history of humanity. 
Oppression 
Attorney Mona Harrington describes the oppression of women in a some¬ 
what sober academic style, but her comprehensive way of saying it should flag 
our attention. She is able to see through continued assault on women's very 
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being. Equal pay and equal opportunity, even if and when achieved, hardly 
mean the end of the road. They are only one of its beginnings. 
Women are oppressed as a class, socially and legally, by a tradition that 
defines their nature for them, and defines it in sexual terms that deny their 
full complications, strengths, and talents. For all the changes in women's 
opportunities and status, for all their new professionalism, for all the lip 
service paid to women's intelligence or to their artistic and intellectual 
creativity, the heavy hand of tradition still imposes serious constraints.. 
.Women are oppressed by a false definition of their nature imposed on 
them by long cultural tradition, and this is true regardless of their differ¬ 
ences in class, religion, race, culture, work, age, and physical or mental 
prowess. They are oppressed as a class and have to act as a class to resist 
the oppression.33 
Consciousness raising is essential to come to know the extent of this op¬ 
pression, as well as to learn to celebrate the feminist spirit of freedom. 
Exorcism and Ecstasy 
The fact is that we live in a profoundly anti-female society, a misogynistic 
'civilization' in which men collectively victimize women, attacking us as 
personifications of their own paranoid fears, as the Enemy.34 
Mary Daly points out the physical atrocities, the economic, political and 
psychological atrocities that are concomitant with the patriarchical system of 
domination and destruction, through ingenious spiraling, through numerous 
textual imagining, she suggests ways out, along a "Metapatriachal Journey of 
Exorcism and Ecstasy. "35 To accept her analysis is not to languish in the status of 
victimhood. The first step, a kind of initiation, is the "aha" experience of recogni¬ 
tion. It is the beginning of a long process of seeing that which is so prevalent that 
it is almost invisible, almost. 
Exorcism is the process she describes metaphorically, of unbinding the 
mind. The practice of footbinding may have been eradicated, but the practice of 
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binding minds continues. Exorcism uproots the conventions that bind minds. 
Many Exorcisms are necessary, probably for a lifetime. 
Ecstasy is "a women's journey of Self-centering, becoming, passing 
through the 'gates of god' which block us from our own Background." Ecstasy 
has many manifestations—"invincible wildness" the "whirling movement of 
creation," "our work of weaving and unweaving," "celebration/cerebration."36 
Mary Daly7s dual processes of Exorcism and Ecstasy represent to my 
mind, the most illuminating representation of feminism. All aspects of life as a 
feminist move on, move forward through these processes. How they might be 
played out in feminist artwriting will be later developed. Exorcism and Ecstasy 
are essential companions of gynesophic metaethical journeying. 
ConsQQusness-Raiging 
Consciousness-Raising was introduced as a topic at the First National 
Women's Liberation Conference in November 1968. In fact, Kathie Sarachild 
called it "Radical Feminist Consciousness Raising. "37 The idea was to have 
women meet regularly in small local groups for the purpose of coming to an 
expanded and growing knowledge of the general oppressed condition of 
women. They were to emphasize discussion of people and events in their per¬ 
sonal histories, as well as local, national and international events and situations 
and their relationships to their own lives. 
It seemed clear that knowing how our own lives related to the general 
condition of women would make us better fighters on behalf of women as 
a whole.. .The purpose of consciousness-raising was to get to the most 
radical truths about the situation of women in order to take radical ac- 
tion.38 
It also became clear to Sarachild that the hostility and resistance of men, 
even politically radical or leftist men, when women's liberation was discussed in 
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male/female groups, meant that they needed to meet in women-only groups to 
speak freely and to strategize for change. 
Our meetings were called coffee klatches, hen parties, or bitch sessions. 
We responded by saying, 'yes, bitch, sisters, bitch/ and by calling coffee 
klatches an historic form of women's resistance to oppression.39 
CR groups, as they were known, proliferated rapidly after 1968, and did 
indeed become a mass movement at least through the 1970s. Sarachild reported 
that many of the early works of the women's movement came out of a CR group 
(among them Koedt, Mainardi, Millett, Morgan, et.al.) Sarachild, NOW (Na¬ 
tional Organization for Women), Dreifus, and others published guidelines for 
groups, who could then adapt them to their own preferences. 
Women's caucuses were organized in many professional and academic 
groups in the 1970s, which functioned much like CR groups, very probably 
inspired by them. They led to fundamental changes in the disciplines and pro¬ 
fessions. CR groups were of prime importance in spreading the message to 
women from many social strata. 
Consciousness-raising is an on-going process in the 1990s, but not now by 
groups identified as CR groups. It can occur in classrooms, the workplace, 
through the media (or, in reaction to it)—and everywhere that conversations take 
place. CR occurs when any factor causes one to connect it to the general condi¬ 
tion of patriarchy. A feminist consciousness of culture 
encourages a much more perceptive understanding of such cultural prod¬ 
ucts. And it often opens up new understandings of the place of culture in 
society. We can see how culture affects other uses of power based on 
gender. And we can, most interestingly, gain a glimpse of how cultural 
changes change the gender structure and thereby, perhaps, many other 
areas of domination, and many other structures of oppression. Through a 
consciousness of oppression and a consciousness of the self, an epistemo¬ 
logical shift ensues.40 
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Teresa de Lauretis put it this way—"I mean a new way of thinking about 
culture, language, art, experience and knowledge itself."41 
Nancy Hartsock states that 
the practice of small group consciousness raising, with its stress on exam¬ 
ining and understanding experience and on connecting personal experi¬ 
ence to the structures which define our lives is the clearest example of the 
method basic to feminism.^ 
Through these small groups, which had sprung up all over the country 
starting in the late 1960s, the analysis of the previously unrecognized and 
unarticulated strangleholds on individual lives extended into the political 
sphere. A general state of oppression, once a thickly veiled obstruction, was 
becoming visible as women actually did expand their individual and collective 
psyches via this process. 
Hartsock herself began to see that social justice movements, which recog¬ 
nized many kinds of oppression, were themselves agents of patriarchal oppres¬ 
sion directed toward their female members, that a political movement unin¬ 
formed by principles of feminism, was not where she wished to direct her ener¬ 
gies. 
As feminists, we cannot avoid the realization that we experience patriar¬ 
chy on a daily basis, and that we must oppose the institutions of male 
supremacy daily, as well as in every area of our lives.43 
While she valued the contributions by Marxists and socialists, who 
deemed capitalism and imperialism the scourges of humanity, she concluded 
that socialist feminism could effect the greater revolution, because it included an 
analysis of female oppression and patriarchy. Revolution must occur in the 
individual and in society, and can be realized through activist coalitions. 
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Feminist Consciousness 
'Decolonization' is a necessary step to a healed consciousness, to self 
knowledge. 
Elizabeth Kamarck Minnich44 
Historian Gerda Lerner is not afraid to risk grand theory, theory informed 
by persistent historical scholarship that sweeps across millennia and subjects 
these years to her powers of reflection and analysis. Her follow-up to the Cre¬ 
ation of Patriarchy, the Creation of Feminist Consciousness, examines the devel¬ 
opment of consciousness in women to what could eventually be called "feminist 
consciousness." Her five criteria are as follows: 
1. The awareness of women that they belong to a subordinate group, and 
that as members of such a group, they have suffered wrongs. 
2. The recognition that their condition of subordination is not natural, but 
sodetally determined. 
3. The development of a sense of sisterhood. 
4. The autonomous definition of women of their goals and strategies for 
changing their condition. 
5. The development of an alternative vision of the future.45 
The development of feminist consciousness is a continuing process, both 
for the uninitiated and for experienced feminist activist and scholars. It concerns 
all feminists. 
Esteemed historian Joan Kelly's collaborators describe her concept of 
feminist consciousness, essential to identification and actions as a feminist. 
1. An oppositional stance, which she herself called "a dialectical opposi¬ 
tion to misogyny." 
2. Collective as well as individual engagement in fighting patriarchal 
reality, of which misogyny is a central force. From the collective endeavor arises 
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a bonding or community with other women. 
3. Living on the boundary of male society, and always pushing beyond 
traditional consciousness amidst struggle.46 
Kelly experienced the rage of women in the long centuries before her. She 
could speak out and lead others to speech with her fiery dedication and radical 
approach. 
Mary Daly offers four criteria for being a radical feminist. They are actu¬ 
ally, in a sense, questions to ask oneself, to think about whether they apply or 
not. 
The first criterion is a radical sense of otherness, of being out of kilter with 
the mainstream. With this comes the second, knowing that there can be dire 
consequences in nurturing and revelling in this otherness and taking the risks 
rather than trying to assimilate and act "appropriately", according to patriarchal 
standards. Going beyond the self, the next criterion is to experience moral 
outrage on behalf of women. One begins to connect personal experiences with 
general conditions. The fourth criterion requires perseverance, endurance—no 
recidivism into the safer and more secure facade of patriarchal reality47 The 
course spirals on in a journey of ever-evolving radical feminist conscious living. 
Interdisciplinarity/Undisciplined 
Every discipline has experienced some disruption since the 1960s effects 
on the university and on society. Among them are greater self-reflection and re- 
evaluation of canons, assumptions, and methodologies. Conservatives perceive 
the changes as excessive, while others lament the lack of sufficient change and 
reform. 
Besides the changes within disciplines, new interdisciplinary studies 
resulted. Black studies, women's studies, cultural studies, lesbian and gay stud¬ 
ies, etc. have made a noticeable and influential presence in the academy. They 
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are sometimes allied to departments and are sometimes independent, according 
to the college or university. 
These area studies arose partly out of the failure of traditional disciplines 
to acknowledge their constituencies and partly out of a vision of a more just 
society as well as an expanded view of knowledge. The idea that the university 
is and should be an "ivory tower" isolated from the human community, is in¬ 
creasingly obsolescent. A brief turn to peace studies should give an illustration 
of the process of interdiscipinarity. 
Peace studies is one of the relatively new interdisciplinary areas. Evolving 
out of international relations, critique of science, anthropology, law, and other 
elements, this discipline deals with survival, quality of life, multiculturalism and 
numerous political, social and economic issues, all from a focus on the goal of 
world peace. Ethical questions permeate the need for discourse; the necessity for 
meetings among opponents is a basic tenet. Peace studies 
has been driven less by the existence of certain controlling or dominant 
theories and ideas—as more by response to a global crisis through social 
activism and the infusion of large-scale financial assistance. Closely 
related are two further-defining characteristics: the multiplication of 
disciplines, each contributing some intellectual interest and new knowl¬ 
edge commingled with proposed new paradigms of thought. The new 
paradigms have tended to be the product of large-scale international 
conferences.48 
Peace studies, then, is both a social movement and an intellectual discipline. 
Specialists are necessary in a vast utopian project such as world peace, but even 
more so, are those who can see the forest and the trees. 
Cultural studies, on the other hand, does not perceive itself as merely 
interdisciplinary. It is, rather 
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an anti-disciplinary practice. Critical studies is a critical position that uses 
and interrogates the assumptions and principles of these modes of in- 
quiry.49 
Kristin Ross further describes it as encyclopedists—everything is wide open. 
We could perhaps conceptually link women's studies and art history (art stud¬ 
ies?) as forms of cultural studies. In the case of art history the boundaries of 
tradition would quickly recede. Critical studies are inherently ethical studies. 
The smugness and self-satisfactions of purveyors of great art fade into untamed 
as well as domesticated "culture." What is art history? will have another an¬ 
swer. 
Mary Daly places her 1978 Gyn/Ecologv: The Metaethics of Radical 
Feminism in an "Un-field". 
If this book/Voyage could be placed neatly in a "field" it would not be 
this book. I have considered naming its "field" Un-theology or Un-phi¬ 
losophy. Certainly, in the house of mirrors which is the universe/univer¬ 
sity of reversals, it can be called Un-ethical.. .it seeks out the threads of 
connectedness within artificially separated/segmented reality.. .Since it 
Spins among fields, leaping over the walls that separate the Halls in which 
academics have incarcerated the "bodies of knowledge," it will be accused 
of lumping things together.50 
This is a sublime statement of interdisciplinarity, or non-disciplinarity. 
Daly is an educator, historian, philosopher, theologian, feminist, theorist, cultural 
critic, etc. Gyn/Ecology is metacategorical. Undisciplined, that is. Wild. 
Women's History/Women's Studies 
Gerda Lerner distinguishes between history as events of the past, and 
history and the [recorded] events of the past interpreted by succeeding genera¬ 
tions of historians.51 "History" is a cultural product. History, as written by men 
reflects their allegiances, patronage, interests, capacities, biases, intellectual 
structures. Accounts of war, moguls, tyrants, kings, inventions, revolutions. 
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hegemonies, gods, patriarchs—are not history, they are selected aspects of his¬ 
tory. 
Lemer's work is integral to the flourishing of women's history and 
women's studies. The fact that she noticed and wrote about her observations on 
"history" attracted many followers, although she was by no means the first, nor 
the only, historian of women. As she said 
the female questions, the women's point of view, the paradigm which 
would include the female experience has, until very recently, never en¬ 
tered the common discourse. 52 
The common discourse now taken up in various fields including science, 
is contained within women's studies. In her estimation women's power has 
superseded the long ages of patriarchy. 
We stand at the beginning of a new epoch in the history of humankind's 
thought as we recognize that sex is irrelevant to thought, that gender is a 
social construct, and that woman, like man, makes and defines history.53 
Lemer's extreme optimism is to my mind premature at this time, but 
given the situation a few short years ago, it undoubtedly seems that way to her. 
Consider the fine liberal arts education that many women thought they had had. 
Gloria Steinem enjoyed her years at Smith College in the 1950s as a political 
science major. On thinking back, however, she could recall only one thing taught 
to her about women in all her many courses: women gained the right to vote— 
and this was at a women's college.^ The situation was typical of just about any 
college. 
Artist Miriam Schapiro tells a similar story about her art education. 
When I went to art school I never saw the work of Elizabeth Sirani or 
Angelica Kauffmann or Elizabeth Vigee-LeBrun or Susan Eakins. The art 
history courses I took never mentioned the women who made art in the 
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past. My own heritage was denied to me and I imagined that I was the 
first woman artist.55 
Paula Harper, an art historian who taught about women artists for the 
Feminist Art Program (which opened in 1971) of the California Institute for the 
arts, remembers her own excellent training in aspects of art history, but always 
from a male perspective. She gives, as just one typical example, the studying of 
Rubens' "Rape of the Daughters of Leucippus." The students heard about the 
formal arrangements, colors, tones, precedents, etc., from the lecturer, but never 
was the actual subject, rape, discussed. From this and countless other experi¬ 
ences in prestigious art history programs, undergraduate and graduate, she and 
her colleagues could conclude by the early 1970s that they had "to go back and 
redo" their educations. They soon discovered that the 
"Rape of the Daughters of Leucippus" reveals much about masculine 
erotic fantasy, the requirements of Rubens' patrons, and the way art, 
mythology, and history were put in the service of these needs in the sev¬ 
enteenth century. 56 
At the 1973 College Art Association annual meeting, she advocated "the 
re-evaluation of patriarchal art scholarship...which can be energized by this 
criticism from a new source." The community of women at the Feminist Art 
Program, and later other colleagues, gave her encouragement to continue in that 
"new and fruitful direction. "57 
As Adrienne Rich says, 
I think that for men it is extremely painful to acknowledge that they've 
built their identities, their egos, their culture, on the denial and dimimsh- 
ment of the identity and egos of women. One can prove it historically, 
politically, psychologically; we can erect all the scholarship in the world 
and it is so unacceptable still. It meets with incredible resistance.58 
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No wonder that so many women would embrace the concept of women's 
studies and no wonder that so many (mostly men) would hold on to the exclu¬ 
sionary conventions (actually men's studies) that they so cherished. 
Principles in Feminist Philosophy and Ethics 
Members of the Society for Women in Philosophy founded Hypatia in 
1983 "to provide a forum for dialogue on the philosophical issues raised by the 
women's liberation movement. "59 Hypatia, the philosopher, was a fourth 
century A.D. leader of the Neoplatonic School in Alexandria. Her name was 
chosen to remind women that although they may be the first or only female at 
their schools, women do have a long history as philosophers. Hypatia addresses 
a multitude of issues in philosophy and continues to thrive. 
As is the case with women's studies, feminist philosophy has an "integra¬ 
tive ideology"— "We have been at pains not to draw too sharp lines between 
philosophy and psychology, history and anthropology, literary theory and soci¬ 
ology."60 
Marsha Hanen edited a special feminist issue of the Canadian Tournal of 
Philosophy choosing essays which in some way exemplified that integrative 
ideology. Taken collectively they offer an overview of some of the achievements 
and processes of feminist moral theory in the context of material conditions, the 
external world. The holistic concept that abstraction and practical movement 
toward an integrated life of the mind and body in a particular environment is 
characteristic of feminist philosophy. 
To see the philosophical enterprise too narrowly is to distort it. This is 
true both of the tendency to treat philosophy in abstraction from other 
areas such as science or art, and also of the tendency to focus narrowly.61 
Eve Browning Cole calls the unifying goal of feminism "the eradication of 
all human oppression." Feminist philosophers then, "devote their energies to 
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this task as well, from the standpoint of a philosophy criticized and trans¬ 
formed. "62 She sketches a brief history of women in philosophy from Mary 
Wollstonecraft to the present. 
Many women's works have been lost or forgotten (a theme heard in virtu¬ 
ally every discipline and artistic endeavor). In addition, philosophy by women 
often appears, not in philosophical tracts, but in literary and other genres. Even 
at present, many of the philosophical works are categorized as women's stud¬ 
ies—they are that too—indicating a need for a better system for cross referencing. 
Cole determines that feminist philosophy per se begins around 1970, and out¬ 
lines some major events.63 Her work is useful for surveying the history of the 
movement. 
A basic tenet of feminist philosophy as applied to any discipline or arena 
of thought, is the questioning of all assumptions, from the biological, social and 
other constructs of "woman." It includes questioning the proclamations of 
women, feminists or not. It includes the work of authorities, "great men", old 
masters, geniuses. All are suspect. Feminist philosophers gradually 
began to see the problems produced by androcentrism in aesthetics, eth¬ 
ics, philosophy of science, and, finally and fairly recently, in the 'core' 
areas of epistemology and metaphysics.64 
Elizabeth Kamarck Minnich decries the impaired nature of much of 
knowledge. She studies the feminist project of transforming knowledge, which 
she calls as radical as undoing the notion that the earth was the center of the 
universe. Man can longer be the center. 
If the earth — if Man — is not the center, then everything predicated on 
taking it/him to be so no longer stands as it has been formulated.65 
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It is not only a canonical (male) philosopher's specific views about women that 
may warrant rejection. 
There is a root problem underlying the dominant meaning system that 
informs our curricula. It is visible in the false universalization that has 
taken a very few privileged men from a particular tradition to be the 
inclusive term, the norm, and the ideal for all... My work became an 
intellectual, political, and very personal crusade of sorts for me. 66 
The challenges of feminist philosophy are taken on by many women. A few 
glimpses into their thoughts can only suggest the richness and depth of thinking 
that is evolving. 
Ethics 
Moral vision is a moral virtue, and moral blindness implies not necessarily 
an evil or unprincipled person, but one who cannot see the moral texture 
of the situation confronting him or her. Since the eighteenth century, 
ethical rationalism has promoted a form of moral blindness with respect 
to the moral experience and claims of women, children, and other 
'nonautonomous others/ as well as rough handling the moral texture of 
the personal and familial.67 
For Seyla Benhebib the failure of conventional thinking about ethics, stems 
not from a dearth of principles and norms, but a failure to acknowledge the 
validity of thoughts and feelings arising from experience, existence. She en¬ 
dorses communicative ethics, which basically consists of ongoing moral conver¬ 
sations seeking justification for positions: "dialogue, conversation, mutual un¬ 
derstanding and not consensus is our goal."68 
Insights arise out of participation in exchanges of ideas, information, 
experience, and confronting other standpoints. Tentative conclusions are accept¬ 
able and need not be universalizable. Communicative ethics can be appropriated 
to serve feminist ends, and has intrinsic pedagogical implications. 
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Feminist Ethics 
Domestication occurs when the views of the dominant culture are so 
internalized that they seem like common sense. Domestication occurs 
when the barbed wire enclosures are believed to exist for protection rather 
than restriction. 
Ruthann Robson^ 
Principled—having good or right principles actuated by moral consider¬ 
ations; devoted to rectitude; upright; honorable. 
OED 
The fact that patriarchical scholarship is an extension of sado-ritual is 
manifested often unwillingly and witlessly by its language. This language 
betrays, or rather logically and faithfully displays, the fact that the "au¬ 
thorities" are apologists for atrocities. It is an essential task of feminist 
metaethics to examine and analyze its language, untangling the snarls of 
sentence structure, unveiling deceptive words, exposing the bag of seman¬ 
tic tricks intended to entrap women. 
Mary Daly70 
Feminist ethics although new as an articulated disciplinary endeavor, a 
stream of philosophy, flows and changes like ancient rivers whose deep channels 
engender new streams and rivulets. Constancy, continuity produce dynamic 
diversity and innovation. 
Encapsulated in the quotations from Robson and Daly are the rudiments 
of developing awareness of the limitations of mainstream ethics which eschews 
an engagement with issues of gender, or else deems women as moral inferiors, in 
this the most elite of disciplines, philosophy with its "timeless" systems of 
thought. Sexism is only a small part of this scenario. Woman-hating, 
gynephobia, is structurally bonded to the very "cells" which constitute the body 
of society. Feminist ethicists take on this challenge. 
A search for a framework useful in thinking about the conceptual basis for 
feminist ethics led Carol S. Robb to several conclusions. Among these are that 
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the term itself does not indicate the content of the ethic, but that ethical reflection 
begins with concrete life situations. An analysis of oppression, from whatever 
feminist perspective, brings women to different emphases and strategies.^ 
Loyalty to women however (although the interpretation of this varies also) is a 
virtual sine qua non of feminist ethics. 
Stressing diversity as a value and a fact, she nonetheless determines that 
Self-determination for women, autonomy, and an inviolable sense of 
embodiness figure prominently in all feminist visions of a new social 
order. 72 
She closes by saying that all ethicists have a sociopolitical analysis in their 
work, even if it is unacknowledged.73 This is an important point that applies to 
any field, and in a broad sense would include a cultural analysis. The claim to be 
"non-ideological" usually translates to an unexamined acceptance of the status 
quo, even a changing status quo. The point, often repeated in this paper, is that 
to be a feminist ethidst or a feminist anything, all assumptions must be called 
into question. It is new territory, and all geographical features have not been 
named or charted. 
"Sensitivity to the concrete experience of woman" is what Barbara Hilkert 
Andersen, Christine E. Gudorf, and Mary D. Pellauer call the foundation of 
feminist ethics, in their anthology.74 "Experience" is somewhat ephemeral, but 
what it really entails is a radical shift in the relationship to authority. Feminist 
ethics does not rely on the Masters of traditional ethics, the "authorities." 
Feminist ethics is rooted in this new effort by women to name our own 
experience in the public world. Pivotal to this process is the ongoing 
conversation of women's support groups, such as women's studies 
dasses, friendship groups, or consdousness raising groups.. .[where] we 
tell our own stories in a community of women. 75 
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The educative factor of women together, preferably in women’s space, validating 
their personal experience and that of other women, through full use of their 
intellectual power and emotional strengths is a continuing theme in feminist 
projects. 
The editors of Women's Consciousness. Women's Conscience worked 
very hard to give evidence via the articles of the scope of feminist ethics. "We 
hope that readers will find this diversity of voice true to their experiences of the 
women's movement. "76 They were generally successful in this difficult task. 
Feminist ethics is thriving. Fifty Anthologies could easily fail to include all the 
voices, with their individual vigors. Missing however, were adequate represen¬ 
tations by radical, lesbian and separatist ethicists, but others have taken up this 
call. 
In her introduction to the anthology Lesbian Philosophies and Cultures. 
editor Jeffner Allen emphasizes that the twenty-three authors "arrive at no single 
point of convergence. "77 They write in different formats and espouse different 
concepts, which may at times converge, and may often conflict. Each author 
writes consciously as a Lesbian, as a women confronting philosophical issues 
and values. Allen's rationale for Lesbian philosophy and ethics is partially that 
Lesbian issues and perspectives are often subsumed within feminist or gay/ 
queer philosophy. Many Lesbians, in addition to those included in her anthol¬ 
ogy, are forging out this new endeavor with great energy/gynergy. Ethical 
theories are emerging from this oppositional community. Lesbian writers in 
many disciplines, including art, are major contributors to feminist works and 
need to be studied. 
Marilyn Peasall takes a somewhat agnostic but hopeful position on the 
future of feminist ethics. 
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We cannot predict what feminist ethical theory will eventually look like or 
what forms it will take, but we know it will be the task of many think¬ 
ers.78 
She could however posit some essential characteristics of feminist ethical theory. 
1. It will be highly personal, utilizing women's experiences. 
2. It will have an "emancipatory promise, for it is founded on liberationist 
philosophy." 
3. Conceptual patterns of traditional philosophy will be undone. 
4. There will be a re-visioning of all the major concepts of traditional 
ethics. 
5. Women's issues will become legitimate areas of ethical study79 
Conclusion 
These topics of feminism, philosophy and ethics are very much inter¬ 
twined. The body of literature in feminist philosophy and women's studies has 
been expanding exponentially of late, as visits to university libraries, feminist 
bookstores, and conferences and bookfairs will easily confirm. A feminist chal¬ 
lenge is to find some way of engaging with this wealth of material. Anthologies 
and published bibliographies are a way to begin. 
The popular media intervenes by splashy campaigns to promote one or 
another writer as the true voice of feminism. Such a person is immediately 
suspect to the informed feminist. There isn't one lead figure to whom we owe 
obeisance; yet if all and every position that someone calls feminist is "fine," then 
feminism loses any meaning. 
Since feminist ethics is non-doctrinal, save for the primacy of women's 
thoughts, feelings, achievements, experiences, it is entirely possible to accept 
radical divergency. This doesn't preclude pursuing a particular outlook or 
analysis as the most reasonable and valid, always through the lens of scrupulous 
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self-examination. Common ethical concerns do not necessarily lead to common 
conclusions, contrary to media campaigns against feminists, replete with accusa¬ 
tions of mind control or fascism. 
A writer or thinker on any aspect of feminism, whether the arts, sciences, 
or politics, needs strength of conviction as well as openness and flexibility. To 
develop feminist principles of thought and action in a spirit of freedom and 
imagination, without rigid codifications, prohibitions, and a plethora of 
"shoulds," is another great challenge of feminist ethics. 
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CHAPTER m 
FEMINIST ARTWRITING 
It might be said that we are in the middle of a revolution in literature, the 
visual arts, music, dance and drama by women. 
Wendy Martin^ 
For most Americans, it is indeed, a Wyeth, not a Warhol, world. 
Harvard Business ReviewSi 
The habits of our culture, the dogmas of our education, constrain our 
sight. 
Arthur Zajonc8? 
Introduction 
The preceding chapter attempted to present some of the major concepts 
and issues in the expanding field of feminist philosophy. This chapter follows 
likewise with an overview of feminist artwriting. A history of feminist art, which 
this is not, would concentrate on art and artists directly, rather than on the writ¬ 
ing about them. 
The works represented, selected mostly from the period 1970-1994, speak 
from many feminist positions and ideologies and incorporate diverse methods, 
aims, and emphases. They constitute the main ideas of what can be called femi¬ 
nist art history, the "essence" of which is elusive and fluid. They describe, docu¬ 
ment, analyze, inspire, lead, anger, and transform. Included, also, are a few 
counterfeminist positions, to underscore the dramatic differences and ongoing 
resistance. Through analyses or comments on the artwriting, issues within 
feminism, and issues with the malestream begin to be defined. 
It would be almost impossible to contemplate the subject of feminist art 
history without dealing with Linda Nochlin's essay from January, 1971, "Why 
40 
Have There Been No Great Women Artists?" This article was the first to bring 
the concept to a large public art audience. It generated endless discussions 
which still proliferate. To ask the question in print took courage. People were 
asking it, if only to themselves. 
The question has a history, and many answers. Her answer was never 
meant to be the final, all-encompassing word, but rather suggestive of a direc¬ 
tion, a territory. The "answer" came from the area of sociology: 
The fault lies not in or stars, our hormones, our menstrual cycles, or our 
empty internal spaces, but in our institutions and our education — educa¬ 
tion understood to include everything that happens to us from the mo¬ 
ment we enter, head first, into this world of meaningful symbols, signs, 
and signals.83 
Nochlin's view is typical of the general Zeitgeist of the then contemporary 
women's movement. Males and females are thought to be by and large the same; 
with the achievement of equality of opportunity in the home, in the school, and 
in the workplace, women will "catch up" and take their rightful place in all 
spheres of activity. 
The other salient point in her article exposes the notion of "genius" as a 
romantic myth. Historians had generally underplayed the necessary role of 
artist-fathers or artistic families in passing on the skills and wherewithal for the 
artistic career. Discussion of the conditions for producing art anticipates the 
emphasis of Griselda Pollock, Rozsika Parker and other feminist and Marxist 
scholars later in the decade. Genius is "a dynamic activity ... in a situation."84 
The conditions of the social order must afford women (and men) the same total 
milieu in which to grow and mature. Androgyny/gynandry will reign. (The 
concept of androgyny was later to become disfavored by influential feminists, 
but still has its advocates.) 
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Nochlin knows well that there have been outstanding women artists for 
centuries, and describes some of them. Art News has many illustrations (later 
versions of her essay in Women in Sexist Society, Art and Sexual Politics, and her 
own collection of essays. Women. Art, and Power lacked illustrations and were 
slightly different). Rosa Bonheur and those outstanding female artists still had to 
cope with contradictory forces. 
The voice of the feminine mystique with its potpourri of internalized 
ambivalent narcissism and guilt subtly dilutes and subverts that total 
inner confidence, that absolute certitude and self-determination, internal¬ 
ized, moral and aesthetic, demanded by the highest and most innovative 
work in art.85 
The conclusion stresses again the institutional, not individual, limitations 
which have squelched incipient artistic promise among so many women. The 
call, the challenge has been made to take the risk and leap into the unknown. 
Nochlin does not simply advocate "business as usual" except, maybe, conducted 
in a slightly more democratized manner. Throughout her article she displays her 
recognition of the assumptions, weaknesses and patriarchal character of art 
history. The article was highly successful on many levels. A careful reading of it 
answers many of the later critics who thought she was too accepting of tradition. 
Art History 
Art History, according to Griselda Pollock, 
is a component of cultural hegemony maintaining and reproducing domi- 
native social relations through what it studies and teaches and what it 
omits or marginalizes, and through how it defines what history is, what 
art is, and who and what the artist is.86 
Artwriting itself is an ideological practice which, even as it critiques art history, 
"contributes to the reproduction of the social system by its offered images and 
interpretations of the world."87 
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Accepting this generalization, an ethical problem immediately arises: 
How to love art history, but not contribute to its reproduction in the present 
form. Among the options are to operate outside of it, try to change it from 
within, or to create a whole new order. Within feminist art history, those options 
are possible but always a challenge. Critics of a feminist art history are often at 
the stage of denial of artwriting as an ideological practice. 
Art Antidisestablishmentarianism 
Anthony Janson, son of H. W. Janson (History of Arti. exhibited dismay 
with the perceived negative directions in cultural production. 
Everything has become politicized. The field has become a vehicle for 
grinding axes that have nothing to do with art history. Now everyone can 
use the rostrum as a means of venting anger over every personal or social 
wrong, real or imagined, that has ever been committed.8# 
Also a leading spokesperson for the "downtrodden7' elite art world of 
"pure" art-making and art-appreciating — and buying — Hilton Kramer is its 
sublime advocate. His New Criterion always entertains. In its pages, the very 
cracking of the patriarchy becomes visible. 
Kramer continues: 
the cultural revolution, which had its origins in the anti-war movement, 
and counterculture of the 1960s, now presents this country with the grav¬ 
est domestic crisis it has faced since the end of the Vietnam War... the 
culture war is also a moral and social crisis of vast dimensions.89 
He is correct if the anti-war, civil-rights, women's liberation, international¬ 
ism, gay and Lesbian, educational reform, ethnic pride, human potential, and 
ecology movements can all be reduced to youthful over-indulgence and aery 
puffs of quackery. But even then, are changes in art and culture "the gravest 
domestic crisis?" I don't think so. As wonderful as art is, and with the deluge of 
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argumentation attesting to its moral, spiritual, and aesthetic necessity, can it 
really be as overwhelming as war, murder, rape, poverty, hatred, torture - all the 
social ills? Art is invaluable, priceless and worthless simultaneously. The grav¬ 
est domestic crises is not about art. 
The social order, the spiritual order, and the cultural order have been 
interrupted, but to what extent? Transitions are floating and diving into and 
around the matrix of seeming reality. Moral and social crises are what caused 
these disruptions and interruptions, these great social and cultural movements. 
The mainframes of culture still spew out a variety of evils. Feminism, for one, 
hacks away at them while creating new culture. 
Kramer and his cohorts bring to mind a famous passage, which as liber¬ 
ally educated persons they should find familiar. The hierarchies of the cosmos 
make perfect sense to Ulysses in Shakespeare's Troilus and Cressida 
The heavens themselves, the planets, and this centre 
Observe degree, priority and place, 
Insisture, course, proportion, season, form. 
Office, and custom, all in line of order... 
Take but degree away, untune that string. 
And hark what discord follows! 
Each thing melts in mere oppugnacy...90 
Is the "discord" of feminism disturbing the "natural" course of the history 
of art? The male fear of disruption of the patriarchal order in all spheres has 
deep and andent roots, which appropriately patriarchally subordinated women, 
too, share. The seeming order and rationality of an art history, with its distinct 
periods and progression of styles, with its great masters and accomplished fol¬ 
lowers, with its elegant advocates and its feisty avant-garde, with its high art and 
popular culture, has an enduring appeal. In its knowability and inevitability, 
with its objects in many unexpected places and in well-ordered and pleasing 
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museums, with its connoisseur curators and well-schooled professors, and its 
academies, studios and galleries, the history of art is a perennial bastion of com¬ 
forting and uplifting culture and expression even if occasionally naughty and 
outrageous. 
All things, all persons, have their place. Not all things are possible at all 
times. Shifts occur, and unsettle into a seeming anomie. The new style itself 
soon deconstructs into another version of malestream reality. Who and what is 
the avant-garde? New players — feminists — have joined the contest, or choose 
its terms, as the case may be. Comprehension of the past and the present, with¬ 
out the pillars, collapses into disarray, with new configurations emerging. Much 
of what follows deals with array and disarray in the throes of the breakdown of 
authority. 
Liberating Art History 
Under the topic "Liberating Art History," Newsweek of January 18,1971, 
picked up on Linda Nochlin's article in Art News and the responses by eight 
women artists. The brief piece was simultaneously flippantly arrogant and 
patronizingly sympathetic. Newsweek recognized the importance of Nochlin's 
work, somewhat in a bewildered manner — "polemics aside, women artists have 
made a remarkable contribution against heartbreaking obstacles."91 
Several artists receive Newsweek's mention, including "the bloodthirsty 
seventeenth century depiction of 'Judith beheading Holfernes' by Artemesia 
Gentileschi, which Art News suggests as a banner for "women's lib."92 That 
Newsweek and Art News, for that matter, could be so threatened and ambiva¬ 
lent that they perceived Holfernes' bloody head not only emblematic of 
"women's lib.," but perhaps prophetically as "the death of patriarchal art his¬ 
tory"96 is a telling cultural comment. What Newsweek and Aft News and others 
may have feared in 1971, the New Criterion (and others) fear in the 1990s. 
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Elizabeth C. Baker, writing in the same issue of Art News Qan., 1971), 
recounts the politics of protest by women versus galleries and museums who 
show little or no work by women artists. Although women outnumber men in 
art schools as students, they were and are in the minority in terms of faculty 
positions, and have far more difficulty in getting their work shown or written 
about. Ignoring other feminist issues. Baker is convinced that "in time" women 
will receive deserved success. At that point, she surmises, the necessity for a 
women's art movement would disappear — " we may be approaching the last 
phase of having to consider the accomplishments of women artists as a special 
case."93 
This view has counterparts in women's studies. Black studies, and other 
interdisciplinary areas that evolved out of liberationist movements of the 60s. If 
only women artists (or whatever category) had economic parity and full civil 
rights, they wouldn't need discrete academic or political organizations focusing 
on the economic issues. While extremely important, those matters give only a 
part of the picture. Baker fails to recognize these distinct cultures and complex 
relationships that have a viability and shared concerns and heritages far beyond 
the redressing of wrongs, indusivity, and achievement of full equality. 
The study of women artists for instance, has as great a raison d'etre as 
Italian art, Greek sculpture or landscape art. All broad generic categories can be 
further refined into smaller and ever-more-spedalized components and all are 
legitimate and compelling arenas for scholarly attention. Baker's view is com¬ 
pensatory and limited. 
Together and Unequal 
A1971 report by the Royal Commission on the Status of Women in 
Canada gave an overview and analysis of women's achievements and failures in 
several visual and performing arts. Jean LeMoyne, in his introduction, asked the 
46 
same question about genius and greatness that Linda Nochlin did. He thought 
himself to be undecided as to why there were no pinnacles of artistic greatness 
among women. Perhaps, he mused, women are by nature followers rather than 
creators, but followers who tend to then more fully develop styles and concepts 
introduced by men. Or, he continued, perhaps the limitations arose from institu¬ 
tions and the force of tradition (similar to Nochlin's conclusion).94 
LeMoyne was aware of the inequality of opportunities, but reverted to an 
avowedly heterosexist affirmation of the inviolability and inevitability of 
"couplehood." His plea is for the "masculine" and "feminine" to achieve a kind 
of divine bonding and mutual reciprocity creating a "wholeness." "The har¬ 
mony of the human couple can be based only on the synthesis of the two part¬ 
ners' thinking. "95 
Sandra Gwyn authored the visual arts paper in this report, based on 
research by Elizabeth Kilbourn, an art critic. She outlined the history of women's 
role in Canadian art beginning with the seventeenth century nuns in Quebec, and 
ending with a look at contemporary artists. Despite uneven progress, she found 
the current situation promising. Obstacles could be overcome. Significantly, 
however, Gwyn's long quotes at the conclusion (from Kilbourn) emphasize that 
essential differences exist and will always exist between men and women, and, 
therefore, between men's art and women's art — "A woman is simply not ca¬ 
pable of playing the role of virtuoso boxer" —96 as some men can. Pregnancy 
and childbirth bring new realms of consciousness to women. 
At the end, with the great climax of childbirth, there is something relent¬ 
less and sexual in the excitement of labor, in the birth of one's child, which 
teaches a woman something about creation. 97 
Thus, following biologically determined and socially and psychologically 
reinforced innately different roles, the male and female artists contribute in their 
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separate ways. This model is the antithesis of the concept of a separate art 
sphere for women that was beginning about this time. Judy Chicago, for one, 
tells of developments on the West Coast where the women's cultural sphere was 
independent of men and consciously chosen, radically divergent from women's 
maternal male-supporting model afforded by Kilboum and Gwyn. 
The Royal Commission claimed that the authors' views were not necessar¬ 
ily its views.98 One wonders at this incredibly pro-nuclear-family stance super¬ 
imposed on artists' lives. Undoubtedly threats to the status quo drove much of 
the discourse. As a government report this thinking must have reflected a main¬ 
stream perceived danger. The report could find supporters now, more than 
twenty years later in Canada and the United States, and elsewhere. The status 
quo should retain its structures, but add a few women. Women have definite 
supportive roles. Even for 1971, the report propounds an alarmingly 
retardataire attitude toward women. 
Greatness and Genius 
Women's capabilities, artistic and otherwise, is one of those ongoing 
subjects that has never had a satisfactory resolution. A further discussion dem¬ 
onstrates the tenacity of certain positions, some antecedents, and how they affect 
thinking about art. 
Around the time of the passage of the Nineteenth Amendment granting 
women the right to vote, the question of women's potential for greatness in any 
sphere was again in focus, having waxed and waned throughout the nineteenth 
and early twentieth century. At a 1924 Symposium entitled "Our Changing 
Morality," Sylvia Kopald and others debated this topic. Kopald asked, "Where 
are the female geniuses? It has really become more than a question of feminist 
conversation. "99 
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She discussed contradictory scientific and quasi-scientific studies based on 
anatomy, physiology and psychic characteristics. Despite unfavorable social and 
educational conditions, female geniuses — Sappho, Rosa Bonheur, Madame 
Curie and others have prevailed. The patriarchal world, which held back so 
many, meets with severe opprobrium. 
In no national or racial group have cultural influences exercised so restric¬ 
tive an influence as among the entire female sex. Not only has the larger 
world been closed to them, not only has popular opinion assumed that 
'no women has it in her/ but the bearing and rearing of children has 
carried with it in the past the inescapable drudgery of housework. And 
this is a 'field/ as Dr. Hollingsworth points out, where eminence is not 
possible. 100 
Kopald shrewdly and insightfully analyzed the limitations and barriers to 
female productivity in the public world. Her further elaborations concluded 
with her conviction that the question of female genius will eventually be moot. 
For this to occur, women need access to their lost heritage, and, presently, new 
opportunities. 
Alexander Goldenweiser, another conference participant, painted a differ¬ 
ent picture. Alarmed at the changes around him, but nevertheless confident that 
the changes were only superficial, he could proclaim that "in the highest ranges 
of abstract creativeness in philosophy, science, art, music and perhaps literature, 
she will fail as she has hitherto failed to equal man."101 Yes, women will make 
strides, but her real talents lie in her role as "mother of the family of man."102 
The view of women as nurturers and supporters of male achievers, the actors in a 
homosocial world, continues to dominate, and finds expression specifically in the 
arts from many sources. 
Wolfgang Lederer (1969), became fascinated with the prevalence of "fear 
of women" among his patients. As a clinician and professor of psychiatry at the 
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University of California at Berkeley, he found little acknowledgment of this 
"condition" among his colleagues, which, by its denial, often led to psychopa¬ 
thology. After finding scant references in a survey of professional literature for a 
professional study, he broadened his search to include historical, mythological, 
and cultural data. He found that previously, Karen Horney showed a similar 
interest in the subject. In 1932, she had asked, "Is it not remarkable that so little 
recognition and attention are paid to the fact of man's secret dread of 
women?"i03 
What promised to be an enlightening study unfortunately degenerated 
into a stereotypical "separate spheres" diatribe, all-the-more unfortunate because 
of the many convincing examples of misogyny Lederer located in religion, an¬ 
thropology, ancient art, etc. 
Yes, women have been limited, but the answer is not equality — "to make 
woman equal means: to deprive her of magic, of her primordial position; and 
means further: to deprive Shiva of Shakti, and Man of his inspiration. "104 
Lederer would have no such deprivation! Each sex has its own role and 
strengths — women are to support and inspire men to action, he is convinced. 
Lederer grants the female sex political equality, and development of her 
intellect. 
Woman, anyway, has no use for freedom...but she does need the presence, 
in her life, of a man strong enough to protect her against the world and 
against her own destructiveness, strong enough to let her know that she is 
the magic vessel whence all his deepest satisfactions and most basic ener¬ 
gies must flow, i05 
Some changes in roles accrue to different times, he allows, but it is clear 
that Lederer never freed himself from the assumptions that women exist as a 
complement to men and as producers of children. Men are the real achievers 
and true actors. His own abundant knowledge of misogyny was not sufficient to 
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liberate him from it. For women not a to live a life centered on men would be 
unimaginable. He projects his needs (and those of his male patients) onto 
women. Misogyny continues — in art and life. 
An undercurrent to celebration of genius is often the unspoken voice of 
misogyny. Males, by virtue of their sex, have potential access, while females, by 
virtue of their sex, are excluded. Grossly distorted assumptions are made about 
women's "essential" nature. More and more feminists are attuned to detecting 
the gross misogyny in art, a process preconditional to Exorcism. Several ex¬ 
amples from the "feminist art period" follow, but undoubtedly outstanding 
women from previous centuries were able to perceive the virulence of cultural 
misogyny. Frances Power Cobbe was one such woman. 
Frances Power Cobbe (1822-1904) was an important British women's 
rights activist whose lectures and writings spanned the fields of education, art, 
politics and animal issues including anti-vivisection. Her 1862 article, "What 
Shall We Do With Our Old Maids?" addressed among other things her percep¬ 
tion of the recent strength of art by women and its breaking out of the timidity 
and "weak and washiness" of the past. 
She really asks Linda Nochlin's century-plus later question, "Why Have 
There Been No Great Women Artists?," particularly apt since "a women natu¬ 
rally admires power, force, grandeur" and has the potential for genius and high¬ 
est achievement.106 Harriet Hosmer in sculpture, Elizabeth Barrett Browning in 
poetry, and Rosa Bonheur in painting, her contemporaries, exemplified women's 
developed capacities for creative work. 
Cobbe admits her bewilderment and inability to account adequately for 
the only sporadic first rate production of earlier times, and the dramatic then- 
current change in the situation. Certainly, lack of educational opportunity ranks 
as one of the most significant factors. Equally, if not more damaging are the 
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psychological constraints, repeated in a thousand ways, over a lifetime. Cobbe 
embraced with passion a vision of education whereby women can be truly 
drawn-out by their own powers, by assistance from others, and by an equitable 
institutional system. 
Daniel J. Boorstin in his sweeping history of creative heroes devotes con¬ 
siderable attention to Picasso, whose struggle against tradition and his influential 
styles and subjects marks him for inclusion. It is only to be expected that his 
personal life be somewhat tempestuous (not being any ordinary character), 
opines Boorstin. As far as his wives and mistresses, "his shifting passions seem 
only symptoms of Picasso's restless, ruthless, repetitive efforts to recreate him¬ 
self, and what a self! The 'present' for Picasso stretched to superhuman dimen¬ 
sions. "i°7 A fitting memorial, the Picasso Museum in Paris houses a "perma¬ 
nently dazzling panorama of Picasso's achievements."100 Others do not share 
Boorstin's apothesizing hyperbole, for either his life or his art. 
Griselda Pollock's subject for her 1992 Walter Neurath Memorial Lecture, 
was Gauguin, and other "fathers" of modernism. Masculinism was not the only 
issue — 'Tn a post colonial era, no Westerner can be complacent about the late 
nineteenth century conjunction of aesthetics, sexuality and colonialism.” She 
asked herself the question, "What must I become in order to confront both the 
gender and the colour of art history and see their historical overlapping?"10? she 
argues that Gauguins's disdain for women referred to a tradition in Western art, 
in which difference meant sex and race "at the heart of capitalism's imperial 
progress."110 
Her lecture began with an incident from the 1956 film Lust for Life, where 
Gauguin said to Van Gogh: ’I'm talking about wimmen. I like my women fat 
and stupid with nothing spiritual. To say I love you would break my teeth.” 
This was a direct quote from Gauguin's diaries, according to Pollock.111 Many 
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other strong examples point to the multiple construction of modernism, and the 
function of the avant-garde. 
Other examples of feminist consciousness of misogyny by the "great" 
attest to this attunement. An entry in the diary of Ethel K. Schwabacher, March 
4,1969 states: 
Saw de Kooning show at the MoMA last night... 1956 de Kooning's 
Women... Love of a woman's breasts, hatred of her soul expressed in her 
physiognomy. n2 
Carol Duncan links museum practices with the misogyny often blatant or 
latent in works by male "geniuses," and exposes the construction of myths sur¬ 
rounding themes in several essays in The Aesthetics of Power, particularly "The 
MoMA's Hot Mamas.” She astutely deconstructs the formalist "purity" of 
modernism in her observations on practices of modem art, and in particular the 
Museum of Modern Art's (MoMA) collection and exhibition policies. 
The collection's recurrent images of sexualized female bodies actively 
masculinize the museum as a social environment. Silently and surrepti¬ 
tiously, they specify the museums ritual project of modem art as a male 
endeavor. 
Menacing, monstrous, devouring, or threatening women, as well as dominated, 
defeated, powerless, or vanquished women are part of the museum's ritual and 
the mythology of modernist artwriting. The few women artists included scarcely 
impinge on the scene — "the female presence is necessary only in the form of 
imagery. "^5 
Duncan focuses on two images, both of which have central importance for 
MoMA and for modernism, Picasso's Les Demoiselles d' Avignon (1906-07), and 
De Kooning's Woman I (1952). Both have a pivotal role in the museum's presen¬ 
tation of modem art. Both feature slashed, disembodied, caricatured depictions. 
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The former, more than any modern work, "reveals more of the rock foundation 
of sexist antihumanism or goes further and deeper to justify and celebrate the 
domination of woman by man. "116 
Postmodernist darling David Salle meets a foe in the not-so-easily-duped 
Joyce Fernandes who claimed that the issue of his depiction of women has not 
been addressed, even though discussion of "images of women" are common¬ 
place^7 Salle is generally lauded as a critic of culture whose depictions are 
ironic, appropriated, avant-garde. 
The tit, ass and cunt images that are ever-present in Salle's paintings are 
comfortable to a large part of Salle's audience... A comfortable reassertion 
of the phallic order passes for poetic justice to these patriarchal partici¬ 
pants.!^ 
Salle himself and Fernandes assert that the paintings are dead, but 
Fernandes sagaciously reveals that "a dead body of recycled images," praised by 
the media, is actually a "cult of necrophilia. "H9 
Necrophilia as the province of the patriarchy has many times been dem¬ 
onstrated by Mary Daly. Joyce Fernandes finds it in the work of David Salle. It 
is time for artwriters to become more aware of necrophilic representations, often 
allied with misogyny, through the past and present history of art. 
Another feminist writer, Marilyn French, while in Paris, spotted immedi¬ 
ately the misogyny in many modernist sculptors' works. Not an art historian, 
but a historian and writer of fiction, she brought to art-viewing a fiercely well- 
developed feminist consciousness and extensive historical knowledge of mi- 
sogyny. Belief in freedom of expression and loyalty to the fathers often blinds 
even the most astute critic to the hidden perversity in art and in life. Such is not 
the case with French. Here she describes some of her observations and reactions. 
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Acclaimed modem sculptors depict women with small vacant heads and 
prominent or hugely enlarged sexual organs. Visiting galleries and muse¬ 
ums (especially the Pompidou Center in Paris), I feel assaulted by the 
twentieth-century abstract sculpture that resembles exaggerated female 
body parts, mainly breasts... many women are repelled at seeing their own 
bodies so appropriated or transformed into commodities in commercial 
art and fashion...and what we cannot fail to see in art is men's hatred of 
women — and a cannibalistic male psyched20 
Her observations on "the war against women in art" are yet another call to 
artwriters to join in this work and comment on the thousands of examples avail¬ 
able everywhere. Individual and collective works of art await cultural and 
psychological elucidation. French is at work on a monumental millennia-span- 
ning documentation of atrocities against women in history. As artwriters, we 
may participate in the visual arts Exordstic activities. 
Published in 1989, Christine Battersby's extensive study of genius in- 
duded attempts by science researchers to locate an objective means for identify¬ 
ing and measuring genius. She determined that sdentists deluded themselves 
into denying the culture-bound aspects of their work, and the context and envi¬ 
ronment crudal to the developing potential genius. Among the limitations in 
their work was the lack of analysis of overwhelming obstacles, inducting psychic 
ones, for girls, and the failure to categorize actual works of genius as genius, 
which don't fit the criteria for male genius. 
While continuing the sodological arguments as explanation for the rela¬ 
tive paudty of female geniuses in the arts (here her concern) she puts more 
emphasis on psychic barriers than did Linda Nochlin and others. She also ques¬ 
tions the factors ascertained as essential to genius. 
Artists who come to be counted as geniuses are those placed on the 
boundary, that is the cutting edge of change. Artists who are not located 
in chains of influence have no chance of ever being dassified as ge- 
niuses.12! 
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She refers not only to the past but to present difficulties. The role of critics 
and curators is central — their tastes and values often determine an artist's fail¬ 
ure, and they tend to espouse masculinist values. 
Another problem is the influence of postmodernism. Just as women were 
beginning to make their mark in the mainstream, as well as in an alternative 
women's culture, along comes this movement, of sorts, which denies validity to 
meaning, or "essences" such as woman or author. Battersby maintains that very 
little work readily identifiable as feminist will qualify as postmodern in intention 
or re-presentational form, and thus be rejected. 
The very notion of a feminist art is represented as out of step with the 
times. To dream of changing society via the arts is an anachronism; even 
an awareness of a 'project of emancipation' jars with the mood of a male- 
dominated elite. 122 
Battersby contributes also to the question of a female aesthetic, the concept 
of which she heartily supports. Within a theoretical sphere that allows for imagi¬ 
native freedom, the nature of "genius" is broadened. 
A feminine aesthetic should not be post-patriarchal: it should be anti- 
patriarchal. A feminist aesthetics cannot simply be an openness to Other¬ 
ness, feminists have to concern themselves with what is involved in writ¬ 
ing or creating as a female as a subject positioned within the social the 
historical networks of power. It is, therefore, premature to announce the 
death of the female author.123 
Authorship in postmodernist discourse is problematic, since so many 
forces and happenstances acted to shape the "individual." What can really be 
the "self"? Gender — some would even say sex, and greatness, are fictions. 
In the final section, Battersby returns to the nature of greatness. To speak 
of greatness is to speak about values, taste, opportunity, publicity, productivity, 
passion, as well as ability. Genius has always been linked with maleness.124 
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She demonstrated through numerous examples how this is so, and that it refers 
back ultimately to the male-conceived vision of "a male God creating the uni¬ 
verse,"^ from whence subsequent manifestations of creativity, procreative 
power, greatness, genius, and omnipotence spring. 
Writing in 1959, a former Yale University president, A. Whitney Griswold 
eloquently explained genius in a representative way that would lend credence to 
Battersby's statement. His perspective is indicative of the popular view. 
Creative ideas do not spring from groups. They spring from individuals. 
The divine spark leaps from the finger of God to the finger of man, 
whether it takes ultimate shape in a law of physics or a law of the land, a 
poem or a policy, a sonata or a mechanical computer.^26 
All the achievements of culture are conveyed by divine infusion into 
human life, that is via male geniuses. The hierarchic cosmic scheme with god as 
the apex, underwrites all the greatness of history and is legitimized through the 
aegis of the heavenly father. The power of this image lingers now millennia after 
its origins. Explications of the functioning of patriarchical thinking are not 
enough to dispel it, so deeply entrenched in human psyche it is. 
Women, as Lederer, Le Moyne, and battalions everywhere unabashedly 
concur, are here on earth to assist men, small or great, in their self realization. 
Virtues of care, devotion, humility and obedience — for centuries part of the 
marriage vow — accrue to women. Production of genius and lesser worldly 
accomplishments depended on the slavery of women to their masters, regardless 
of their status in life. 
Battersby's study, only sketched here, enlivens the far-from-resolved 
matters of genius. She deconstructs traditional definitions, and broadens the 
applicability of the term. Unlike many contemporaries, she endorses the concept 
of genius, and tries to clarify some of the elusive qualities, which both females 
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and males may achieve. Feminist conversations on the subject are continuing 
and affect the canons of cultural production, and notions of genius and greatness. 
Reviews, Events, and Opinions 
One of the early and spirited writers on women in the visual arts, Patricia 
Mainardi railed against women art historians at the 1973 CAA conference. She 
noted their readiness to protest economic discrimination yet their "great timidity 
in challenging the sexist, racist, and classist distortions of art history."127 Their 
careers have been largely devoted to teaching and research on male artists, and 
they submit to the power structure of male authority. By and large they are 
ignorant of women's roles in all aspects of art, or include a few women ever so 
tentatively. Most of all, they fail to grasp the revolutionary potential of art. 
Mainardi was calling into question the ethics of many women art histori¬ 
ans, although she didn't use the term ethics. Their low consciousness was not 
surprising in that they either were not feminists, or somehow didn't connect 
events and situations in the world around them with their own personal or 
professional lives. Many of these art historians undoubtedly heard of these 
connections for the first time from Patricia Mainardi. 
The title to Barbara Ehrlich White's 1974 article asks a question: "Why 
Women's Studies in Art and Art History?" Her answers are several. More 
research needs to be done on historical institutional limitations of women, and 
present ways for creating more opportunity for education, exhibition, economic 
equality. Contemporary masterpieces by women deserve recognition. Represen¬ 
tations of women are important to analyze and rethink. Female role models for 
artists and artwriters are in short supply and need to be increased. Scholarship 
on all art will benefit from inclusion of women. 
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Women's studies will make men's art history human art history... 
women's studies in art will elevate the status of women by recognizing 
and honoring the creative achievements of women past and presents28 
The goals of feminism could thus impact positively on the practice of art, the 
discipline of art history and the public. 
Lise Vogel took up the task of an overview three years after Linda 
Nochlin's 1971 dramatic entry into the new territories. In "Fine Arts and the 
Awakening Consciousness" she could then observe only the slightest beginnings 
of a new consciousness. Her astute article covered virtually all the problems that 
1990s writers cope with (without the vocabulary of postmodernists and 
deconstructionists that has been arising since then) — issues of class, race, repre¬ 
sentation, images of women, "high culture" vs. "low culture," pornography, 
pedagogy, and "changing the discipline. "129 The very notion of feminist art is 
deconstructive whether or not it is so-named. She didn't find the available psy¬ 
choanalytic theory adequate at that time. Many tasks were laid out for the fu¬ 
ture— 
The issue is not just the development of a feminist art history and criticism 
but indeed the creation of a view of art that will be fully adequate to its 
reality, meaning, and beauty.*30 
Both Lise Vogel and Gloria Feman Orenstein in her 1975 review article 
refer to Nochlin's 1971 article. Virtually every subsequent survey or review 
article follows suit. Orenstein stresses Nochlin's challenges to art history's status 
quo, but criticizes her for not going far enough. Orenstein reports on several art 
conferences she attended. From these reports, a sense of emerging feminist art 
writing begins to materialize. These conferences were of great importance in 
wedding liberationist thinking with the love of art, as well as in telling the family 
secrets about art's inadequacies and "sins" of omission and commission. She 
also reports on early feminist art publications and demonstrates how controver- 
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sies developed. Important feminist art exhibitions were also mentioned. Her 
agenda is, quite simply, complete engagement by women, for women, in every 
aspect of art.131 
Five years later (1980) Signs published another review article on art his¬ 
tory, this time by H. Diane Russell. She sought to ascertain whether women 
were indeed "changing the arid state of art history scholarship," and what the 
putative new scholarship was like.132 To her, research could be divided into 
informational (primarily fact-oriented) and conceptual (primarily ideological, 
issue-oriented, or theoretical). She summarized contributions in these two areas. 
Russell continued the broad coverage of events, in the manner of 
Orenstein, with perhaps a greater longing for increased radicalism in the field. 
Progress seemed erratic to her and the situation of art sexual politics turbulent. 
She called for greater communication and renewed efforts to influence art history 
with feminist ideas. The goal might be "insightful passion" tempered with 
humor. 133 
A major event of 1977, the ground-breaking exhibition (and catalog) 
"Women Artists: 1550-1950" by Ann Sutherland Harris and Linda Nochlin, itself 
a partial answer to the latter's question "Why Have There Been No Great Women 
Artists?," opened at the Los Angeles County Museum of Art and traveled to 
three other American cities. Its immediate effect was to afford women artists, 
past and present, deserved public recognition, among other reasons because of 
the exposure given to the artists in metropolitan major museums. The visual 
evidence of greatness was there to be seen and experienced. 
Corinne Robins's short catalog essay reviews the historical importance of 
A.I.R., a women's cooperative gallery at 97 Wooster Street, New York City, in its 
first five years. The inaugural show opened on September 17,1972, with works 
by ten of the twenty members. The gallery soon came to function as an educa- 
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tional center for women's art activities — film, lectures, workshops, and political 
work, must as did the Women's Building in Los Angeles.134 
The genesis of a women's gallery and art center arose from interactions 
among activist groups like W.A.R.. (Women Artists in Revolution), the Art 
Workers' Coalition, the New York Art Strike, and Lucy Lippard's ad hoc com¬ 
mittee and Women's Slide Registry. Many women had expended tremendous 
time and energy on the project's development. They had to agree that 
the gallery must exist not only as a way of fulfilling their personal aes¬ 
thetic ambitions but must also serve as a means of doing something about 
the movement's 
Robins maintained that the group was successful in influencing art move¬ 
ments outside of feminism and that as individuals many had achieved personal 
recognition. She was confident that together they could create even greater 
visibility for women artists. Her first-hand experience with those early feminist 
art events gave Robins the opportunity to write a documentary-type essay. 
Recovering the early history of the movement depends largely on grassroots 
publications, and those from small presses, certain non-mainstream galleries, and 
others outside the "system." Robins didn't offer criticism per se; there was little 
discussion of the work, but she did provide information about the historical 
process, and the participants. Documents such as this 1977 A.I.R. catalog are 
essential to the unfolding drama of the feminist art movement. 
J. J. Wilson and Karen Petersen's Women Artists: Recognition and Reap¬ 
praisal from the Middle Ages to the Twentieth Century (1976) exemplifies a 
biographical-sociological approach popular in the 1970s. The artists' struggles in 
their personal and professional lives are emphasized more than had previously 
been the case. Wilson and Petersen aimed to 
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accumulate in one place as much information as we have found thus far 
on the lives of women artists, realizing how much as been lost or dis¬ 
torted.1^ 
Their goal of "adding" the forgotten went hand-in-hand with focusing on 
biography rather than the art itself, sometimes a disadvantage. Self-portraits 
were especially revealing to them. They were seen as a sign of the artistic self- 
consciousness of women, who purportedly have a greater predilection for them 
than do men. The assertion is problematic, but interesting to consider. To them, 
the self portraits empower because they are constructed via a female, not a male, 
concept of women and they give insights to the inner life of the artist as subject 
and object. 
The authors pay tribute to the groundwork done in women's studies, and 
to those working in the broader projects of restructuring art history itself. In the 
course of their research they accumulated a large slide collection of women's 
work, later shared with other researchers. Finding enough slides of women's 
work is still a problem, but they are much more readily available from commer¬ 
cial sources than they were at the time of writing their book. Women Artists is 
now primarily useful for its biographical information. 
Elaine Hedges and Ingrid Wendt take stock in the words of artists them¬ 
selves in their book In Her Own Image: Women Working in the Arts. 1980. They 
offer a brief introduction to each of the writers and artists, followed by excerpts 
from the artists' writings when available. Their work might be called "liberal 
feminist" in its project "This book is part of a larger current enterprise of redis¬ 
covering and rewriting the lost history of women in the arts."137 Biography 
helps elucidate circumstances of artistic production. 
We knew that we also need to reconsider the ways in which women's 
lives and opportunities have historically differed from men's, and to ask 
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how such differences have affected the emphases, subject matter, and 
traditions of their art. 138 
In their own way they seek to answer Nochlin's question, within a socio-cultural 
context Their examples span poetry, fiction, performing, and visual arts and 
affirm women's tenacity and stunning achievements. 
Claire Richter Sherman (1981), as editor of and major contributor to 
Women as Interpreters of the Visual Arts 1820-1979. made an important contri¬ 
bution to the literature of feminist artwriting. In fact, this book is probably the 
first to attempt an overview of women as artwriters, as interpreters of the art 
they made or viewed or studied. Beginning in the nineteenth century, it became 
possible with great effort and perserverance, for women to assume professional 
capacities in the arts, often through self-education and travel. 
Sherman, inspired by the historic Women in the Visual Arts Conference at 
the Corcoran Gallery, Washington, in April, 1972, decided to act on her observa¬ 
tions that little attention had been given to the woman scholars of the past. 
Sherman led a study group subsequent to this event and she and others began to 
plan the book. She describes the work and its development in her preface (where 
she also thanks her husband for typing and other support, a reversal of the usual 
circumstances). The study is limited to the public and professional roles of 
women as art historians, archeologists, critics, educators, and museum research¬ 
ers and curators. It attempts 
to repair the neglect of women's attainments as interpreters of the visual 
arts... and to show how their achievements were shaped by changing 
social, cultural, and historical factors.139 
The years 1820-1979 divided into three periods in which general conditions are 
discussed, followed by twelve chapters devoted to the careers and writings of 
twelve individual artwriters who represent diverse interests and periods within 
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art and archeology. These longer studies of individuals give depth and a sense 
of the strength and dedication of these pioneers, as well as insight into their 
scholarly publications. 
In the epilogue Richter summarizes some of women's achievements in 
artwriting, at different points, and herself offers some interpretations and general 
observations. Among them she maintains that women were freer and more 
radical earlier in the nineteenth century, before the growing professionalization 
at the end of the century. Women, not wishing to be associated with amateur¬ 
ism, or "lesser" arts (textile, garden design, decorative arts, crafts), etc., soon 
adapted to male standards of scholarship and demeanor, in this discipline 
aligned with money and power and the socially elite. She also notes, as so many 
others have, the conservatism of art history with "its tendency to focus on spe¬ 
cialized problems of research without reference to larger cultural issues affecting 
the profession. "140 
This last statement reveals Sherman to be concerned with not only a 
cultural void, but an ethical void which may offer the results of sustained re¬ 
search, but omits the next step, which is to contemplate meaning, on some level. 
She is offended, as well she should be, by the disdain for the work of women in 
the field. She is disturbed by female graduate students' perceived need to con¬ 
form rather than break free, although sympathetic towards the desire to "make 
it" She is alarmed by the lower-status academic and museum jobs usual for 
women. She is impatient with the inadequate societal arrangements for profes¬ 
sional women with families. 
Sherman zeroes in on the paths open: the simplest way is "to accept the 
status quo." To be a leader, it is necessary to work for the many facets of equal¬ 
ity. For others the path of outsider, chosen, may bring the greatest freedom, if 
not the highest career achievements. 141 She mentions alternative publications 
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and ways of existing on the margins. All women, though, if they value their own 
identities, need to begin by learning their own history and intellectual heritage. 
To that end her volume has demonstrated that as interpreters of the visual arts, 
women have indeed established an exemplary field. Sherman's work is a labor 
of love, many years in the making. 
In her undramatic and quiet way Sherman has blared her message of 
women's artwriting history and heritage. Sadly ironic, her own work on this 
behalf has never received much critical attention. The book is a rich field for 
future research topics, some suggested by her, and others lying in wait in the 
extensive bibliography. Her work represents only a small part of works in En¬ 
glish; other languages of the world have their own art history undiscovered. 
Charlotte Streifer Rubinstein acknowledges the collective work of art 
historians of the 1970s whose work "began to correct the imbalances and injus¬ 
tices of art history."142 she introduces the work of dozens of artists but not 
merely "to add women to existing art histories. "143 Like Petersen and Wilson, 
she examines biographies to discover the negative social context that presented 
obstacles to their professional careers. The already-recognized, the forgotten, or 
the never well-known all find space in Rubenstien's American Women Artists 
from Early Indian Times to the Present. The book is organized chronologically. 
The chapters address the position of women in general and within various 
genres and art movements. Her research yielded many little-known facts and 
observations, and she is not afraid to offer psychological insights. 
Working Paper No. 122 of the Wellesley College Center for Research on 
Women (1983) examines the recent art historical writing from a feminist perspec¬ 
tive. Natalie Kampen and Elizabeth G. Grossman observed that art history is still 
steeped in a nineteenth century European mode. At this moment it is still too 
early to speak of a new art history, but it is possible to suggest some of the posi- 
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tive contributions feminism has made for the methods and assumptions of the 
field. 144 Among these contributions are the following: feminist art history has 
added women to the canon, rediscovered women, studied decorative and func¬ 
tional objects to a greater degree, named gender as an essential variable, encour¬ 
aged greater inclusivity, contributed to a changing methodology, questioned 
assumptions, and is working toward change. Unfortunately there is little elabo¬ 
ration, and architectural history (even more conservative in the authors' view) 
merits more consideration than the short summary of art historical writing. They 
conclude that other disciplines can "help" art history which is in dire need of 
major reconceptualization. 
The discipline of art history is always changing, despite its most conserva¬ 
tive elements; the feminist contribution may emerge as one of the greatest 
forces for change in this century, as long as it proponents remain aware 
that the field is built on the model of the society which supports it. The 
implication is that a new methodology is predicated first on changing the 
assumptions which are the foundation of the old methods, and ultimately 
on changing the society which supports the old hierarchic and competitive 
assumptions.*^ 
From yet another front, disciplinary knowledge has been challenged. 
Collage, both in the sense of making an artwork from discarded "worth¬ 
less" objects or parts of objects, and descriptively as a kind of writing, is often 
mentioned as a medium of expression chosen or appropriated as feminist. 
Blanche Gelfant finds collage an apt metaphor in so far as it takes "junk... recov¬ 
ered and placed in a new context or seen from a new perspective" and because 
the "juxtaposition of disparate pieces allows for new ways of seeing, for re¬ 
vision, the activity central to feminist criticism."146 Collage, then, can be an 
instrument of subversion, of the aesthetic order, academic order, or political 
order, in numerous senses. 
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Just as quilts were traditionally constructed from scraps of worn-out old 
clothes, tattered remains of hand-spun household linens, small pieces of new 
fabric, sometimes incorporating other objects, either in a carefully planned for¬ 
mulaic pattern, or a "crazy quilt" of random parts with infinite variations 
thereof, so are feminist writing and art often created in a process resembling 
collage. Miriam Shapiro devised pattern work which in the 1970s she called 
femmage. The appeal of collage to feminist literary and visual artists stems 
partially from its contrast with "high art" and the claiming of "feminine" materi¬ 
als and even colors as having value. 
Performance art was a major feminist art form that proliferated in the 
1970s, (and beyond), taking many forms. The major themes were autobiography, 
ritual and goddess imaging, and social activism. Moira Roth's important essay 
documents these developments. She found that "women performers in the 
context of the women's movement have collectively produced an astonishing 
range of personal narratives, weaving in and out of autobiography and personal 
and running the gamut of experiences and emotions."*47 The autobiographical 
elements coincided with a new feminist consciousness. Performance artists 
discovered that "what had previously been designated (and, accordingly, often 
dismissed) as merely individual experiences, was in actuality, an experience 
shared by many others."*48 
As Roth indicates, making those connections is the essence of "the per¬ 
sonal is political." Individual lives are in many aspects reflections of the larger 
social world with its distinct structures and oppressions, and interact with it in 
dialogic processes and material interdependencies. The power of this realization 
accounted in some measure for the "fresh and fervent supportive alliance be¬ 
tween the first women performers and their audience. And it was this bonding 
with the often all-women audiences, as much as the new personal content in the 
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art, that accounted for the power of the early work. "149 Thus the artists, the 
audience, and the medium of performance art became active agents in feminist 
struggles, and were at the same time reflections of those struggles in the "real" 
world. 
Of the work where ritual or social activism per se was a more dominant 
inspiration, autobiography often played a role. The suggested major three areas 
were not entirely discrete, but were matters of emphasis. Looking into the 1980s, 
Roth observed works highlighting ecological concerns, specific issues like abor¬ 
tion, anti-nudearism, poetic reflection on mythic themes, works honoring 
women's collective history, etc.. She gives numerous well-illustrated and well- 
described examples, and then focuses on over forty individual performance 
artists, and provides bibliographies. Glimpses of antecedents to the performance 
art of the 1970s are referred in the "background to the amazing decade" section. 
Roth's "amazing decade," in history, in women's history, and in perfor¬ 
mance art history is one of profound moral awakening for the self, for women 
collectively, and for the earth. Roth does not name it as such, but virtually every 
page (induding essays by others) attests to this. Art was one arena where fierce 
battles with patriarchal oppression, suppression, and repression took place. The 
Amazing Decade is truly amazing, and in the diversity presented manages 
proudly to affirm and support the worth of individual women's lives and art 
historically, in the living context of a shared venture. Through artwriting, Moira 
Roth and co-contributors link themselves to women and to their art. Theirs, too, 
is an ethical venture, expressed in the writing, and a part of the same project of 
expression, repudiation, restructuring, revolt, and sometimes revolution. 
Harmony Hammond is an artist and critic who has been active in the 
feminist art movement since 1970, making her one of its earliest contributors. In 
1984 she published a collection of essays from the previous ten years called 
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Wrappings. One of the essays, "Feminist Abstract Art: A Political Viewpoint" 
expressed her dismay that the practice of making abstract art was becoming 
taboo by the mid-1970s. Only art with easily recognizable political content was 
deemed worthy of the feminist imprimatur. 
She argues for freedom of artistic expression, and fluid creativity, which 
might mean choice of abstraction for some artists. This position was decidedly 
unpopular. She cites historical precedents for the making of abstract art by 
women including weavings, rugs, tiles and collages. Abstract art can be political 
in the sense of claiming one's own inner powers of expression, and is an aspect of 
transition from the master's art, claims Hammond.*50 
In the concluding essay, "Affirming the Existence of the World of Im¬ 
ages," Hammond goes even further by advocating not merely freedom of choice 
from among existing ones (feminist included), but developing new art with 
constellations of qualities — among them inspiration, positive perspective, fe¬ 
male presence. She calls on "the ancient role of artist as Shaman," working 
toward a new order. Art can be a counterpoint to the "threat of nuclear and 
environmental disaster," art may be complex, deep, full of meaning, beckoning 
acts of creation, without prescription.*5* Hammond, now living and making art 
in New Mexico is an astute and thoughtful critic who resisted the competing 
forces of political correctness right along. She offers a dynamic and constructive 
vision for the future: "The best art has nothing to do with the art world."*52 
Feminist art then need not have an obvious feminist content, a point which 
makes it difficult to define for those that expect a literal representation. 
Estella Lauter (1984) also made an attempt at defining feminist art, one 
that is equally as unspecific as Hammond's. She proposed that "the identifying 
mark of feminist art, is simply its articulation of the artists consciousness of what 
it means to be a woman."*53 The artwriter, by implication, must look at the 
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context in which the art was made, historical data, biographical information, etc.. 
The ineffable and controversial nature of "woman," and just how that would be 
articulated in art, requires intuitive and cognitive abilities, a developed feminist 
consciousness, and aesthetic sensitivity. Lauter's definition that at first seemed 
too vague, actually provides a thoughtful starting place. Aesthetic issues, such as 
the definition of and theoretical functions of feminist art are often latent in femi¬ 
nist artwriting. 
"Feminist art is a political ideology, not a methodology or way of creating 
art" is the position of Enid Zimmerman. 154 she surveys approaches to or con¬ 
cepts of feminist art. In her article she conjoins elements from multicultural 
education (itself no unified movement!), the women's movement, and art history 
and art education, to come up with a pluralistic position which presents the "full 
range of visual culture" for the purpose of encouraging social action for change. 
The mainstream need not be discarded, but can become one of many 
cultures. The art, of whatever origin, is no mere art-for-art's sake entity, but art 
as an agent for change. Since "students all over the world are involved in pro¬ 
tests for political freedom," it is the responsibility of art teachers to foster stu¬ 
dents' critical thinking through free and open discussion of art-cultural issues.155 
Her proposals would hardly convince the uninitiated or those hostile to 
this view of art. She herself cites Robert Hughes' dismissal of Barbara Kruger's 
work as "sophistics," and is aware of resistance to art for social action. 156 Her 
program encourages the inclusion of art from many cultures, high art, low art, 
political art, every other imaginable art. The means of implementation is vague. 
'Total indusivity," even if attainable, leaves the art historian hopelessly lost in a 
sea of exhortations and possibilities. The security of having a Janson or Gardner 
(widely-used art history survey tests) has understandable appeal for structuring 
the curriculum and simplifying teaching. Only in the 1980s however, did an 
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edition of Janson's History of Art come to include any women among the thou¬ 
sands of artists named. 
Art historians have not really come forth with practical progressive alter¬ 
natives to those texts despite the by-now numerous criticisms of the surveys (and 
other specialized texts). Zimmerman and a host of others engage in discourse 
which is a step in the right direction. The debates continue. Both CAA and 
WCA have held sessions on multiculturalism in the last several years at the 
annual conferences. 
Zimmerman errs in failing to give her rationale for art for social change. 
Dedication to the cause or common goals cannot be assumed. Nor does she say 
why social change through art should be a feminist task. Her argument might 
have carried more weight had she developed the rationale. The recognition by 
artists of sexism, racism, classism, etc., in the world, does not automatically lead 
to conscious art-making directed toward rectification and transformation. 
Women's Studies Quarterly published a special issue in 1987 on "Teach¬ 
ing About Women and the Visual Arts." Fifteen women gave personal testimo¬ 
nies about the movement. Thalia Gouma-Peterson in her editorial pointed to the 
different approaches, methodological, theoretical, and pragmatic, that can lead to 
the transformative process and "a complete rethinking of art history...[and] the 
formulation of new questions."157 The combination of critiques by Griselda 
Pollock and Mary Garrard, and useful pedagogical accounts by most of the 
contributors make the issues of Women's Studies Quarterly especially valuable. 
A brief bibliographic essay contains entries divided into various media, art 
history, criticism, interviews, and miscellaneous (the largest category). 
In that same year Art Bulletin came out with a highly concentrated state of 
the research paper by Thalia Gouma-Peterson and Patricia Mathews. They too 
began with references to Nochlin and in good humanist faith sought to present a 
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thorough overview in their "Feminist Critique of Art History/' a formidable task 
for anyone. Certainly a comprehensive look at the subject resulted, but inevi¬ 
table omissions, reductions, and oversimplifications confound, annoy, and send 
one back to the sources. The extensive bibliographic notes are indeed the great¬ 
est strength of the endeavor. 
They cover the emergence and history, major themes, "first" and "second" 
generation criticism and history, and art historical methodology. They conclude 
that feminism is a "world view," and in conjunction with the practices of 
postmodernism and deconstruction (largely 1980s phenomena), have had an 
effect on art history, the extent of which is difficult to determine.15# Perhaps 
partly due to the overambitious and highly compacted nature of the report, a 
rather dry and soulless, deadly serious saga of the (almost) two decades tends to 
obliterate the passion, dedication, and buoyant hopefulness of the movement. 
Two of the art historians discussed at some length by Gouma-Peterson 
and Mathews responded to the article in the March, 1989 Art Bulletin. Norma 
Broude and Mary Garrard objected to the first/second generation divisions 
which "artificially and divisively" polarize.159 From the perspective of the 
1990s, Griselda Pollock too discredited the idea of generations of scholarship, 
with the 1980s allegedly more theoretical and the 1970s more activist. She un¬ 
equivocally states that 
there has been no linear progress from early thoughts to mature theories. 
Rather we have a synchronic configuration of debates within feminism... 
I want to stress the need within feminism for analysis and debate, not for 
the process of pigeonholing, labeling, and neat classification, even though 
our curriculum and course materials seem to require it for the sake of 
introducing students to an otherwise confusing field.160 
Issues of what is more or less "essentialism" vs. "social construction in its 
many varieties must be considered in any current study of the discipline. Differ.: 
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ences. for example, devotes an entire issue to essentialism. Particularly relevant 
are essays by Teresa de Lauretis and a dialogue between Ellen Rooney and 
Gayatri Spivak.161 Broude and Garrard detailed other points of disagreement. 
Among them they resented the overemphasis on Griselda Pollock and other 
British theorists. Although admitting to being "centrists," they and others have 
been calling for "the reconceptualization of the discipline as a whole."n62 
Gouma-Peterson and Mathews counter-responded in a succinct article. 
They restate the purposes of their 1987 article: 
To inform art historians, artists, art critics, and those working in other 
disciplines about the very important work that has been done in the field 
over the last fifteen years, put it within a context of time and place, de¬ 
scribe its development as we understand it, and help those who are not 
familiar with the material to start their personal investigation. 163 
Their self-designated tasks are actually quite similar to Broude and 
Garrard's. Both pairs of writers, and many of the artwriters dted by them, strive 
for a rational re-creation of the past and a restructured new art history that is 
male/female (instead of primarily male). 
Griselda Pollock and Rozsika Parker have made the ideological strata of 
even seemingly objective art history less hidden.^64 Yet, in whatever manner art 
history is deconstructed, deeper philosophical questions pertaining to the mean¬ 
ing of art itself, with a feminist consciousness, are generally avoided. If talking 
about radical revisions, dismantlings, reconstruction — it seems entirely appro¬ 
priate to venture into this problematic and risky area. 
Women's art journals have been a source of much inspired writing, al¬ 
though unfortunately only a few survive. Heresies, a "feminist publication of art 
and politics," has been able to endure the difficult financial crises in the industry. 
Founded in 1977, each issue (thematic) was edited by a diverse collective that 
73 
may include "socialists, Marxists, lesbian feminists, or anarchists" from many 
fields. The twelfth anniversary issue (1989) painted a picture of "where we are 
right now," but claimed to have no Big Answers. They stated that social change 
is a goal, and artists are the key to it.165 Eclectic in its scope, that issue creates a 
strong sense of the liveliness and heterogeneity of feminist art politics. Fanciful 
and serious, folksy and at times aggressively academic, the artwriters (Lippard, 
Chadwick, Schor, et. al.), the reproductions, poetry, and interviews do indeed 
present a sampling of feminist art and writing that is direct and compelling. 
Gallerie magazine's first issue was published on June 1,1988. Its founding 
editor, Caffyn Kelley, provided the rationale for a new feminist art periodical. 
She discussed a plan for the expansion of women's culture, building on the 
foundations of the previous two decades, through publication of works and 
statements by Canadian and American visual artists. She dted the continued 
neglect of women artists by the art establishment, a situation she hoped to im¬ 
prove by affording a larger audience to women artists. 
Kelly finds differences in the art of women and that of men. Women 
generally refuse to accept a separation between "art" and "life." In addition, 
many women find themselves at odds with the economic basis of the art market 
and try to circumvent this system. Women are more often critical of racism and 
sexism and ally themselves with groups or movements that deal with these 
issues in art. Women speak in "multiple voices and visions." Through their 
power "the world may better bear the weight of our imaginations and our in¬ 
sights. "166 
Gallerie published for about two years before financial difficulties brought 
its demise. Kelly was able to bring the work of lesser known artists to the femi¬ 
nist public, and also to show works by established artists such as Sue Coe, Judy 
Chicago, Joyce Wieland, et al. Operations have not closed entirely. Kelly is 
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publishing four chap books annually that have proved to be very engaging. She 
is an energetic cultural worker with a strong dedication to the women's art 
movement. 
Almost every issue of Heresies, the ten issues of the now defunct Chrysa¬ 
lis. every issue of Gallerie. and several other women's periodicals offer vital 
historical and aesthetic information that contrasts with the standard or main¬ 
stream publications. There are of course by now many articles on feminist art 
scattered in every conceivable kind of journal and magazine. 
Lisa Tickner's 1988 "Feminism, Art History and Sexual Difference" is not a 
history of the movement, but rather an analysis of art history in contact with 
feminism. In the course of the article she picks up the strands of 70s and 80s 
artwriting and carries the discussion into the 1990s. These strands are interwo¬ 
ven in such a way that they resist separation. Yet the tendency toward utiliza¬ 
tion of more explicit self-conscious theory in the 80s seems to be a safe generali¬ 
zation. Feminist art represents a disruption of the fatations of modernism, al¬ 
though it is in part a product of it. 
In modernist art history and criticism conflict, discontinuity, and over- 
determination are smoothed into the comforting narratives of harmonious 
evolution, of the emergence of new styles from outworn convention... A 
scrupulous analytical, and largely synchronic form of historical inquiry 
has to resist the pull of linear, evolutionary narratives.167 
Her article lays out three broad categories into which feminist differences 
fall, experiential difference, difference as positional meaning (ideological), and 
sexual difference (into which psychoanalytic modes fit). Her explications and 
examples come from many places and quite eloquently make the case for the 
validity of these loosely constructed categories rather than those of essentialist/ 
poststructuralist or first generation/second generation. As a tentative temporary 
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postulation they hold water but are somehow not completely adequate. Her 
endnotes encompass many psychoanalytically-oriented works as well as art 
historical ones. Indeed the notes and bibliographies of many dted works here 
are excellent background to art historical and "extra-disciplinary" material. 
Although the emphasis in this paper is an academic writing, artwriting 
exists in other forms. During art historian Mara Witzling's research, she discov¬ 
ered that many nineteenth and twentieth century women artists had kept jour¬ 
nals, corresponded frequently, wrote autobiographies, and created fiction. These 
writings seldom appeared in art historical literature, and were largely unknown 
or ignored. Realizing that they could be valuable contributions to knowledge 
and insight about their art and their lives, she set about compiling and editing an 
anthology of works of some twenty artists. They form a category of mostly 
informal writing about art (as opposed to essays, catalogs, textbooks, reviews, 
monographs, and other more formal artwritings), but may be just as significant 
in what they have to say about art. She did also include excerpts from essays. 
Her purposes were "to provide a resource for informed readers and stu¬ 
dents and to point scholars in fruitful directions for further explorations," and to 
break the silences by bringing "muted voices to speech. "168 a book of this kind 
can only be a sampling, but points out the wealth of resources often forgotten 
about, and her selections incorporate many practical and philosophical discus¬ 
sions of art, and the individual artists’ personal relationship to the making of art. 
Feminist research in the arts needs to include writing by women artists. Transla¬ 
tion projects will again expand the availability of these resources. 
As a whole, the anthology on feminist art. The Power of Feminist Art 
1994, stunningly documents the development of the feminist art movement in 
the 1970s, along with many illustrations visually attesting to the quality and 
variety of artistic expression. Edited by veteran participant-observers Norma 
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Broude and Mary Garrard, and with an introductory essay by them, the book 
deserves serious attention and many kudos. They identify basic categories and 
trends, as well as highlight a selection of influential individual women - all of 
which leads in the direction of actually essaying the power of feminist art. Much 
yet remains to be done. 
One of the chief goals of the movement, in their view, is parity with male 
artists. They claim that the artwriters of the early 1970s envisioned a time when 
"there would be gender balance in art and culture, and 'universality' would 
represent the experiences and dreams of both females and males."169 This has not 
come to pass. In a manner similar to their previous anthologies, they attempt to 
place feminist art within movements or trends, but refrain from deep analysis or 
even description of motivation and ethical positions. 
Joanna Frueh and Arlene Raven wrote a refreshingly bold and incisive 
editorial for a 1991 Art Toumal devoted to feminist art criticism. They frankly 
disavow a historical approach. As editors they chose a topical range of writers 
which included lesser-knowns as well as veterans (their anthology, with 
Cassandra Langer, Feminist Art Criticism, also put together an interesting mix of 
contributors). 
They emphasized questions of the scope and the significance of the femi¬ 
nist art movement, and its connections to feminism as a social movement. They 
underscore the interrelation of "sex, race, class, ethnicity, and sexual preference," 
social activism, the downfall of the authority of "Father, Son, and Holy Ghost, 
and the transformation of society.1?0 The various writers explicate these connec¬ 
tions in their specific areas of interest. Feminist art's mission in the 1990s is to 
recognize the ill health of the planet and to nurse, perhaps even cure, the ills of 
individuals and, in the broadest sense, their institutions.1?1 They mean this both 
metaphorically and literally. Nursing in this instance is a revolutionary act. 
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Art Toumal and Art Bulletin are widely available to art historians — they 
are sent to all College Art Association members. It is no commonplace event that 
major articles on the feminist art movement should appear in them. As good as 
essays in Signs, Women's Studies Quarterly, or even Women's Art Toumal might 
be, they are not generally encountered by mainstream art historians, particularly 
non-feminists. 
As the editors of a recent anthology entitled New Feminist Criticism: Art. 
Identity. Action. Frueh, Raven and Langer note that "culture, language, identity 
and ethics are themes that recur throughout the articles.7/172 These themes, 
explored by feminists, "exhibited a radical and mighty skepticism regarding 
official systems of authority, and it shows in every probing piece of art and 
criticism created. "173 Feminist scrutiny of cultural practices indeed necessarily 
involves skepticism at least, if not outright rejection of (male) authority. This 
skepticism itself constitutes an ethical principle in and apart from any other 
ethical considerations. How pervasive and persistent the cultural critique is, is a 
function of how radical it is. 
Joanna Frueh, Cassandra Langer, and Arlene Raven are among the rela¬ 
tively few radical artwriters, judging from their past and present (in this 1994 
anthology) work. Yet, as editors they curiously end their introduction with an 
eminently "liberal feminist" statement. 
New Feminist Criticism: Art. Identity. Action presents the unfinished, 
unfolding business of feminism in art, which ultimately wants the human¬ 
izing of humanity.174 
Conclusion 
From the writers described in this chapter, the many directions and em¬ 
phases taken by these artwriters becomes visible. The following list isolates 
some of these directions. 
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-attending to the erasure of women from the history of art. 
-analyses of the representation of women by artists, male and female, 
-exposing themes of violence, oppression, misogyny, etc. 
-problematizing genius 
-confirming intersections of race, class, ethnicity, etc. 
-advocating on behalf of women artists in issues of exhibition, 
employment, compensation, education, etc. 
-celebrating women's culture. 
-focusing scholarly or critical attention on the works by women artists 
and art historians. 
-identifying progressive feminist, lesbian and gay, and multicultural 
politics. 
-naming and addressing debasing elements of patriarchal cultural 
politics. 
-contributing to the project of critique and re-creation of the discipline 
of art history as a whole. 
-encouraging feminist research in all areas and periods in art history. 
Many of these themes or directions overlap and are interrelated. Feminist 
scholarship in the arts resists homogenication. Conviction and zeal do not dic¬ 
tate methodology or canon. Gynesophia in the arts values women, knowledge 
and freedom. 
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CHAPTER IV 
CONFERENCES: CONVENTION/UNCONVENTION 
Introduction 
The university, in its most basic function, is a place for learning. Ideally, it 
provides a structure, both within and without its walls, for a broad spectrum of 
learning and development. This can occur in many ways in addition to the 
standard lecture, small group, laboratory, or seminar format. Internships and 
other practicum experiences have become commonplace for students enrolled in 
almost any major field of study. Visiting speakers, cultural events, athletics, and 
even ordinary social life all have an accepted role in the educational process. 
Personal contacts among students, professors, staff, the immediate and larger 
community all inevitably make their contributions. Computers, media, and 
technology make their marks. The library occupies a central place. 
Another important phenomenon, one that seems to be ever expanding, 
and that has been little studied in itself, is that of conferences. Conferences range 
in scope from small esoteric, highly specialized academic meetings to profession¬ 
wide enormous extravaganzas with thousands attending, like an American 
Medical Association or the Modern Language Association annual meeting. 
There are business conventions, gatherings of radical social activists, 
fraternal or sororal groups, meetings of ethnic or religious organizations. One 
recent committee convened the faithful dedicated to building a new cathedral in 
Queens, New York, at the site of the Virgin Mary's reported apparitions to 
Veronica Lukens. Political party conventions are a fact of American life. Large 
numbers flock to special interest group's conventions, such as those of bead 
collectors, sex workers, women in American Buddhism, Masters swimmers, or 
Amway. 
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For the purposes here, I will identify some of the characteristics of feminist 
conferences and/or those predicated around reform, revolt, or innovation, as 
well as "conventional" academic, professional, or special interest conferences. 
The focus will be on the pedagogical potential and on the promulgation and 
dissemination of ideas and information, especially within the women's move¬ 
ment and the feminist art movement. Among these will be published first-hand 
accounts, and some accounts from conferences that I have attended. They consti¬ 
tute a general overview of the conference and other kinds of meetings, as a 
medium for feminist (and other) learning and teaching. Conferences combine 
many of the elements that have come to be associated with feminist pedagogy. 
Conference Words 
The words conference, meeting, symposium, and others, can be used more 
or less synonymously. They are synonymous in many contexts, but there also 
exist glaring and subtle differences in contemporary usage. A symposium for 
instance, elicits a more dignified image than a convention does, whereas the 
distinction between a symposium and a colloquium is virtually imperceptible. 
Yet, all these meeting words have to do with a gathering together of persons for 
some purpose. Many English words have the same general connotation, al¬ 
though there are perhaps not as many as the estimated seventy Inuit words for 
snow. A venture into the OED yields discrete and sometimes ancient etymolo¬ 
gies, most hearkening back through time to Latin and Greek. Their different 
origins have faded as they collectively connote meeting. 
The word meeting, itself a "gathering or assembly of a number of people 
for purposes of intercourse, entertainment, discussion, legislation, and the like," 
derives from the Old English, glossing the Latin conventio, concilium/ synflgQga- 
Meeting, in the present, is the most general in meaning. It, like all these words, 
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has a history of usage which include meanings now obsolete. In the fourteenth 
century, a meeting could mean an encounter in arms, a fight, battle. 
Later, it was used euphemistically for a duel. It also referred to religious 
gatherings, and in England, the non-conformists. Meeting can have a sexual 
connotation, as in an assignation, or sexual intercourse. It can mean the 
confluence of rivers. The word thus carries in its very utterance a history of 
seeming paradox: a meeting of the minds (or bodies), or an outright battle. 
In terms of the subject of conferences, this is a revelation of sorts, and may 
explain one aspect of the attraction of conferences. The meeting bespeaks the 
tribalism characteristic of the human species, the longing for belonging, and at 
the same time the striving of the individual or group to prevail, if not by the 
physical conquest, then in the sphere of ideas. Even in consensus, a symposiarch 
(etymologically speaking) may emerge. 
The realm of world affairs functions by way of meetings. War is a confer¬ 
ence using weapons instead of talk. In refusing to concede a conference on 
"Arab Questions," and not dealing with the trails of British imperial fiats in Iraq, 
Saudi Arabia, and Kuwait, and other flaring ancient and modem conflicts in the 
area, the American president, George Bush sought to impose his will, vent his 
supposed moral indignation at the transgressor and disobedient native, Saddam 
Hussein. 
In the 19th century, 1815 marked peace negotiations and the redistribution 
of power after another catastrophic war. The Congress of Vienna, as have so 
many congresses before it, and since, brought together rulers and diplomats who 
were to forge a treaty. Congress, like meeting, also means a coming together 
(from the Latin congredi. to go together). 
It once meant "an encounter in opposition or combat," sexual intercourse 
or social intercourse. A formal meeting of plenipotentiaries is a common current 
usage. 
82 
The Congress of Vienna was no mere grave assemblage of patriarchs. 
Lasting about six months, it was as famed for its festive balls and opulent parties 
as it was for its treaty deliberations. One magnificent skating party to which the 
guests proceeded in decorated elegant carriages, accompanied by uniformed 
bands, fanfare, costumed horses, and ceremonial verve, featured a master skater 
who inscribed the sovereigns' names on the ice with his skates. Officials criti¬ 
cized Mettemich for cancelling conferences of state "in order to stage tableaux 
vivants... and love affairs."175 Business sessions must have taken place—the 
ensuing document was signed on June 9,1815. 
Jorge Luis Borges wrote a wonderfully expansive fictional account of a 
world conference called "The Congress." Attempts to burn down the Library of 
Alexander occur periodically. Borges relates one of these metaphorical confla¬ 
grations, the culmination of a gargantuan congress undertaking. The assembled 
delegates, shocked, can only watch as Don Alejandro bums his magnificent 
library. The Congress won't end here though. Don Alejandro speaks: "The 
Congress of the World began with the first moment of the world and it will go on 
when we are dust."176 There's no place on earth where it does not exist. The 
ultimate Congress is biospheric, inclusive. All attend, but need not pay heed to 
the proceedings. The government of Egypt has already chosen an architect for 
the new Library at Alexandria, to be a wonder of the approaching millennium. 
Symposium and colloquium are virtually identical as kinds of confer¬ 
ences, although etymologically one drinks with others at a symposium, and 
speaks with them at a colloquium. Drinking and speaking are not mutually 
exclusive. One thirsts at a colloquium, and drinks, if only water. Coffee, tea, and 
juice breaks are highly recommended. Pitchers of sparkling water on tables are 
plentiful during sessions if one is lucky. One speaks, naturally, at the sympo- 
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sium. Hunger and thirst wax and subside, like the tides, interminably, amidst 
the speaking, looking and listening. 
Conventions are meetings, often large, except, as one cartoon poster aptly 
illustrates, one of "Adult Children of Normal Parents" (about three people are in 
the audience).177 Convention derives from the Latin convenirp. to come together. 
A coming together of the minds may be difficult. Convention is the "rule or 
practice based upon general consent, or accepted and upheld by society at large; 
an arbitrary rule or practice recognized as valid in any particular art or study." 
The OED also mentions the negative connotation of convention—artificiality, 
formality, repression, conventionalism. Conventions may be broken at a conven¬ 
tion. Conventions may be highly conventional. 
Rambouillet, France, was the site of the first Seven Power Summit, an ad 
hoc response to the international economic chaos of the early 1970s. Designed to 
foster commonality of purpose and consensus, this major forum of government 
leaders and their assistants, known as sherpas, was expected to accommodate 
political debate and diversity. Among the themes of the annual meetings, have 
been the economy, terrorism, energy technologies, and the Middle East. Article 
34 of the Declaration issued from the Toronto Summit, 1988, indicates that the 
powers have benefited from these events: 
We believe, too, that the opportunities afforded by meetings are becoming 
even more valuable in today's world of increasing interdependence and 
technological change. We have therefore agreed to institute a further cycle 
of Summits by accepting the invitation of the President of the French 
Republic to meet in France on July 14-116,1989.178 
The OED examples of the use of the word summit in the sense of summit 
meeting date from 1950. The word itself derives from Latin SUXTUTIUS^ the high¬ 
est. A summit then would not be an appropriate term for most meetings. The 
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Guardian Weekly (9 July 1978) poked fun at the aura of solemnity surrounding 
the esteemed Summit, that year at Bonn: 
Hot from their discussions on how to save the world from an energy 
crisis, the six summiteers repaired to the 14th century Gymnich Castle, 
near Bonn, for dinner. 179 
One can imagine the ritual elegance and conviviality at this dinner, where con¬ 
versations and debates flowed uninterruptedly from the day's earlier sessions in 
the conference halls. Conference halls or dining hall suffice for conferencing. 
Conference, from the Latin conferre to bring together, collect, gather, from 
con together and ferre to bring or bear, implies bringing together for conversing 
or serious discourse. Rendezvous is an obsolete equivalent, as are communica¬ 
tion and intercourse. The OED refers to the 1604 Hampton Court Conference 
held by James I as an early usage of conference in the sense of formal meeting, 
and to "the Conferences held at Paris in the Academy Royal for the improvement 
of the Arts of Painting and Sculpture" (Phil. Trans. IV, 1669) as another early 
example. To conferencize is to hold a conference. Even dolphins hold confer¬ 
ences. Lists of conferences extend seemingly infinitely. 
Conversation is the mainstay of a conference. The word as well as the act 
has a lively parentage. From the Latin conversari. to converse, to turn oneself 
about, to move to and fro, dwell, abide, keep company with. To converse is "to 
communicate or interchange ideas by speech or writing or otherwise—to hold 
inward communion—sexual intercourse." 
Jane Roland Martin gives the example of a natural conversational triad. 
Plato discusses women's education in the Republic; Jean Jacques Rousseau elabo¬ 
rates on Plato's thoughts in Emile, which was to become a classic text in the 
history of education; Mary Wollstonecraft then addressed Rousseau s ideas in A 
Vindication of the Rights of Women. 
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Martin notes that she too is a participant in the conversation by virtue of 
writing about it.180 The thoughtful reader of Martin then also joins in and may 
call forward "speakers" from her/his own repertoire of available characters. 
The extent to which other "voices" help form one's own thoughts and 
interpretations can seldom be directly ascertained. Even conversations with the 
self hauntingly include a phantom Other, usually nameless. That Other takes on 
a more material existence when the conversation's driving force lies in the 
author's text. 
The whole notion of Great Books education derives from the premise of 
interactions between "speakers" and readers. Whether one chooses a "Great 
Book" or any other, the option of 'speaking" and not merely "listening" is there. 
The reader then may initiate an extended discussion with individuals, small 
groups, classes, conferences, etc. The opportunities to test and compare ideas 
and hypotheses, develop divergent ideas, modify, expand, or reject are endless. 
Richard Rorty calls contemporary issues in philosophy "events in a certain stage 
of conversation. "181 The same can be said for science, art, politics. 
At the confluence of meeting words, a colony has sprung up, as Koblenz 
flourished where the Rhein and Moselle met. This "colony" offers learning as a 
main attraction. As in any school, the students must exercise the will to avail 
themselves of the curriculum. The imaginations, knowledge, and wisdom of the 
conferenders and presenters, as well as the character of the community present 
at the meeting, are additional factors. 
This etymological detour should at least suggest the andent roots of the 
conference concept, and its present ubiquity. A surprising number of these 
words once had, or may now have, a sexual connotation. Summit, a more recent 
addition to the flock, can also denote the highest peak, acme, culmination. A 
seminar is a place for germination of seeds. Criminal conversation is a British 
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legal term for adultery. The smallest unit of a meeting is between two, and the 
largest, perhaps Borges's congress. The concept is a living one, there are many 
offspring. The OED documents new entries into the language. 
Conferences have become a part of academic life, feminist life, aquarian 
life. Whether narrowly limited ("The Last Sculptures of Louise Nevelson") or 
broadly inclusive and interdisciplinary ("Western Culture around 1900"), confer¬ 
ences lure audiences for the many reasons stated. 
Historical milestones such as the Congress of Vienna, the Council of Trent, 
the Diet of Worms, the First Constitutional Convention, the League of Nations 
and United Nations General Assemblies, Woodstock, Vatican n, etc., are familiar 
events in western culture, even if one doesn't recall the details (with E.D. 
Hirschian approval). Lesser conferences, conventions, assemblages are en¬ 
trenched in the popular culture. There is assuredly something for everyone, 
from the humble Hummel collector to the supercilious world summiteer. 
Early Feminist Conferences 
The first wave of feminism was itself launched by a conference at Seneca 
Falls. The very mention of the Seneca Falls Convention resonates with revolu¬ 
tionary fervor. To this July 19th and 20th, 1848 gathering in Seneca Falls, New 
York, women journeyed from throughout the United States and abroad. These 
women listened with rapt attention as Elizabeth Cady Stanton read a list of 
egregious wrongs against women called the "Declaration of Sentiments." The 
conference adopted a series of resolutions including women's suffrage, and 
served to inspire generations of women thereafter. 
Elizabeth Cady Stanton had herself been highly influenced by Lucretia 
Mott and the London Convention eight years earlier. Mott had traveled around 
England and Scotland speaking forcefully on women's rights and the evils of 
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slavery. Stanton commented reverentially on the elder Lucretia Mott in her 
journal: 
I found in this new friend a woman emancipated from all faith in man¬ 
made creeds, from all fear of his denunciations. Nothing was too sacred 
for her to question as to its rightfulness in principle and practice.1^ 
Indignation at the exclusion of women in many of the Anti-slavery Society's 
meetings and activities only fired the resolve which led Mott and Stanton and 
others, after great difficulties, to organize the Seneca Falls Convention, in a very 
short time. 
Women's conventions flourished in the latter half of the nineteenth cen¬ 
tury. Often they centered around issues of temperance or suffrage, with broader 
ameliorative and emancipatory projects allied. Frances E. Willard, a tireless 
reformer and temperance crusader, became an inveterate world traveler in the 
course of her activities. In her 1889 autobiography. Glimpses of Fifty Years, her 
story is organized around the many meetings she attended, of congresses she 
addressed. 
A week before being elected to the presidency of the Chicago Women's 
Christian Temperance Union in 1874, she spoke of her "baptism" into militancy 
as she and a group of temperance women brushed through the entrance to a 
Pittsburgh saloon and burst into the hymn "Rock of Ages."183 She was to carry 
the passion through tumultuous times and bitter struggles in the organization 
and other political and religious forums. At the Indianapolis WCTU convention 
in 1879, Willard was elected national president. She presided over numerous 
meetings and conferences in subsequent years. Her descriptions underscore the 
power of those meetings to inspire and unite in purpose the audiences. 
In the next decades, issues of suffrage, equality, international peace ef¬ 
forts, vegetarianism, social and educational concerns become increasingly em- 
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phasized along with the original temperance aims. Temperance loomed as a goal 
which would supposedly eradicate all the injustices of society. Tens of thou¬ 
sands of women (and some men) in this country and many others came to hear 
her. Her vision for the world was utopian; temperance seemed to be one path 
toward it. 
In concluding her autobiography, she dtes her address to the Women's 
Congress, Des Moines, 1885. After lofty recitation of ideals, she states that: 
Our W.C.T.U. is a School, not founded in that thought or for that purpose, 
but sure to fit us for the sacred duties of patriots in the realm that lies just 
beyond the horizon of the coming century.184 
While the temperance movement evokes little enthusiasm today, for many 
women of the nineteenth century who joined the cause, it was a school, one in 
which they became privy to a whole range of possibilities for themselves, for. 
womankind, for the world. 
Theodore Roszak, a very different kind of reformer, in the 1960s, shared 
Willard's enthusiasm for the potential alliance between schooling, of whatever 
kind, and social progress. In an essay "On Academic Delinquency," he exercises 
little restraint in chastising the American professoriate for its unwillingness to 
address questions of the significance of the respective academic pursuits and its 
failure to develop a sense of social conscience among students. So serious are the 
charges that he deems the indifference of the academy to social issues "an act of 
criminal delinquency ”185 
Roszak singles out professional conferences for particular condemnation. 
Instead of maximizing their potential for communicating with the greater soci¬ 
ety, and taking stands on vital issues, they are little more than occasions for 
revelry and job-seeking. 
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He wrote of his deep disappointments in the mid 1960s. With the Viet¬ 
nam War raging and the civil rights struggles blazing, great numbers of academ¬ 
ics stood flagrantly oblivious to the profound moral crises of the times. As com¬ 
pelling as the intricacies of the disciplines might be, they somehow needed to be 
touched by the urgent problems of the time. Does the date of a remote Greek 
temple in ruins matter if the planet itself is today being ravaged from all direc¬ 
tions? There must be some coming to terms with the present to adequately study 
the past. Feminist conferences do generally attempt to relate experience of politi¬ 
cal realities with specific issues. 
In the intervening years since the 1960s, the status-quo shattering events 
did indeed seep into the fabric of academic life in many ways. The establishment 
of women's studies programs and Black studies programs, from their begin¬ 
nings, dealt with issues of morality and relevance, and condemned "business as 
usual." And while not all conferences, even in the 1960s and before, were quite 
such dismal deserts of remiss intellects that Roszak saw, there seem to be a more 
sizable number of professional meetings in which, from that time and into the 
1970s and 1980s, conscientious deliberation is given to problematical intra-and 
extra-disciplinary concerns of the organization and the greater society. 
Roszak was not a lone voice, but one of many in a long tradition of bitter 
critics of academe. A1974 editorial in Change proclaimed: 
Our country is now passing through the dark night of its soul, and there is 
no telling where it will end, or how. It is sometimes in darkness however, 
that revisions and social imagination unfold.*86 
Conceding that the universities have often been found wanting in nerve and 
spirit, the writer looks up to them also as the most likely source of salvaging the 
future. 
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Immediately following. Change's rather sublime piece of liberal humanist 
optimism, appears another editorial entitled "What Purpose Conferences?" 
Commenting on the popularity of academic conferences, the writer points out 
that one could begin on January 1, and conference-hop until December 31 with 
scarcely a day between. Few would have the stamina or the wherewithal to do 
so, but the statement is no exaggeration. The question naturally arises, why have 
all these conferences? Judging what benefits may ensue brings different re¬ 
sponses. The Change editorial opinion claims that "Nothing is learned there that 
could not be garnered in other ways," and that other means of conducting busi¬ 
ness and presenting papers could be found.187 This cynicism is not shared by all 
feminists, although it is sometimes true. 
Assertions at the other end of the scale abound, however. Conference 
testimonies crop up in unexpected places. They may appear in anthologies, 
monographs, biographies, histories of organizations, periodicals, etc., as integral 
discourse relating to change, policy, goals, or aspirations. Many attest to power¬ 
ful learning and dramatic emotional response. Publications now routinely de¬ 
vote a special section to conference announcements and reports. Many of these 
conferences may be valuable and educative, and even inspiring. 
Music educator Anthony J. Palmer of the University of Tennessee suc¬ 
cinctly outlines potential benefits from attending a conference. Individuals and 
the profession as a whole should stand to gain. Fostering personal relationships 
is always an important reason. Visibility for one's work and that of colleagues is 
another. Specific learnings, both for professionals and for students should be of 
prime concern, and finally, we may "manage to attend some sessions, usually on 
the 'how-to' level, that may spark our mundane existence and stimulate us to 
carry on the fight back home."188 
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For Palmer, those reasons alone are not sufficient; they are only the back¬ 
ground for a truly worthwhile conference, one where the hard questions, ones 
dealing with value, change, general education, are asked and debated. Such 
conferences presuppose "that participants have a willingness to grow and lead a 
dynamic existence... it may involve giving up some of our cherished tradi¬ 
tions."^89 He goes on to assert that "the conference is a time to come together 
with a respect for each other, but perhaps also a healthy disrespect that asks us 
to articulate why we're doing what we're doing."190 He finds critical thinking 
about the issues a matter of urgency for music education, where survival itself is 
at stake amongst the philistine axe-wielders for budget cuts. Palmer is one of the 
few that explicitly identifies conferences themselves as sites rich in pedagogical 
possibilities and learning breakthroughs in the broadest sense, rather than only 
identifying the effects of a specific conference on himself. 
His musings about music education are easily translated into other disci¬ 
plines, especially arts-related ones. His rhetoric is driven by the music 
discipline's need to develop a rationale for its very survival as well as by the 
desire to participate in significant new trends. 
Gerda Lemer, in the preface to her 1979 collection of essays. The Majority 
Finds Its Past Placing Women in History, alludes to the fact that most of the 
essays began as lectures or conference papers. They were modified by critical 
interchange and interluding reflection. As an eminent historian and innovator in 
the writing and teaching of women's history, Lemer finds that: 
Our professional contacts with other feminist scholars take on a signifi¬ 
cance far greater than that of traditional scholarly exchange. We have 
become a community of scholars vitally interested and involved in each 
other's work, trying to combat within ourselves and one another the 
competitiveness which is structured into our institutional and professional 
life and to substitute for it a new engaged scholarship.191 
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She acknowledges a great debt to her associates. The ultimate progress in 
women's history demands a "fundamental re-evaluation of the assumptions and 
methodology of traditional history and traditional thought. "192 Feminist conver¬ 
sations, community, and conferences help to deconstruct the "truth" and are the 
sine qua non of progress in this realm. 
Jane L. Thompson echoes Lerner's thinking in regard to challenges to 
patriarchal assumptions via feminist activity: 
The women's movement has provided the context in which meetings, 
study groups, 'consciousness raising', conferences, newsletters, and publi¬ 
cations have been the seedbed for educational activities which have only 
subsequently been the concern of more formal educational initiatives.193 
Thompson recognizes the grass-roots activism in the women's movement 
that had such an impact on professional academics. Thompson's context in toto 
is, in effect, a giant informal conference, quite discrete from Lerner's professional 
meetings and conferences. But neither existed in isolation; cross fertilization, 
carrying inspired seedlings, generated offspring growing today. Gerda Lerner's 
work places her in the league of those women at Seneca Falls. Many individuals 
and organizations are effective in quieter ways and themselves have a role in 
creating history. 
Travel and touring associated with a conference, are another valuable and 
stimulating educative force. For many women (and men) the chance to attend a 
conference, in a new place, opens avenues for growth and self-improvement. 
The experience of the place and the easily accessible camaraderie can sustain for 
some time those returning to the physical or emotional hinterlands. A refreshed 
attitude and reinvolvement may result from attending a conference, even if the 
program was not especially exciting or the topic was not a high priority. 
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Quite different is the experience of Carol S. Rupprecht, a professor of 
comparative literature who reported on the Second International Interdiscipli¬ 
nary Congress on Women. Women from government, industry, business, and 
the academy attended. Keynote speakers presented their papers, followed by 
panels, small discussion groups, and workshops. An innovation at the First 
Congress (Haifa, 1981) called a poster session was continued and expanded at 
Groningen, the Netherlands. It took place in a large hall open daily. 
It was therefore instrumental in furthering the goal of the Congress: ex¬ 
tending networks for women around the world to combine forces, share 
knowledge and experience, and work collectively toward common 
goals.19* 
After summarizing different sessions, and the political controversies, 
Rupprecht allows her reactions to surface: 
When I left the Congress, I carried with me a seedling given out at the 
closing liturgical celebration. It symbolized life, hope, and continuity that 
we would carry into the world from which we had come and that could 
carry us back together again in three years.195 
Inspiration approaching missionary zeal shows up frequently in accounts of 
conferences where transformational, social, or even academic ideals comprise 
some substantial part of the organization's or group's ideology. The interna¬ 
tional aspect heightened the already charged atmosphere, as Lucretia Mott and 
Elizabeth Cady Stanton had discovered over a century earlier. 
Remembering NWS A Conferences 
Re-membering is an extremely valuable document consisting of accounts 
and recollections by some forty women who participated in the founding and 
growth of the National Women's Studies Association.196 Actually an informal 
history of the NWSA from 1977 to 1987, these activist women present the ideolo- 
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gies and activities of the group through the structures of meetings and confer¬ 
ences. Far more compelling than program descriptions of official proceedings, 
they reflect the often fervid individual responses to this dynamic and influential 
organization. 
Paula Hooper Mayhew remembers that "NWSA was created as the repre¬ 
sentative body of the academic women's movement, providing space and legiti¬ 
macy for women's issues"^ —the raison d'etre allows for many perspectives. 
Diversity is indeed a prime value. The radical perspective spurred the move¬ 
ment on from the earliest days. She calls, in 1987, for re-examining Ti-Grace 
Atkinson's pathmaking early writings and those of other radical feminists. 
The richly detailed stories and reminiscences refer over and over to the 
planning meetings, regional conferences, the founding convention and annual 
meetings. Each was a forum for debate, leadership, and new knowledge. To¬ 
gether they functioned as a kind of quasi university, a fruitful place for education 
and change. Periodic assembling and regrouping helped to focus and re-ener- 
gize the often overworked and little supported participants. Some of the high¬ 
lights from their recollections follow. 
Kay Towns, one of the compilers of this historic document, gives brief 
random impressions. She concludes: "Ten years.. .hundreds of friends.. .won¬ 
derful sessions.. .impassioned speeches, like Eleanor Smith's at the Delegate 
Assembly.. .Women who make a difference for me, for our daughters, for our 
world.. ."198 
Tucker Pamella Farley began teaching women's studies in 1970. She 
recounts some of the long difficulties with hostile faculty who thought they had 
"objective truth on their side."i99 Grass roots organizing, by her and others 
working in women's studies, set up local and eventually an East Coast Regional 
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Women's Studies Conference. Connections were made with women in other 
parts of the country. She quotes one of her own pre-NWSA speeches: 
We need to organize and build coalitions and our own structures, to affect 
the nature of this transformation, and to defend our right to learn and 
teach, to study and to reach out to the women in the community, at the 
work place and on campus.. .this conference has been designed to pro¬ 
vide an arena for strategic thinking and planning, learning and sharing of 
experience.200 
Barbara Gerber first learned of NWSA while at another conference. The 
Berkshire Conference on Women and History at Bryn Mawr. Gerber became 
active in the group and calls it "a continuous learning community."20* 
Aldora Lee was impressed with the practical aspects of the conference as well as 
the theoretical. In her NWSA workshops they exchanged course syllabi and 
bibliographies. They freely taught and learned from one another. She also appre¬ 
ciated the book exhibits and T-shirt slogans.202 The "incredible energy" and "the 
staunch sense of purpose" are what stand out about NWSA council meetings, 
according to Judith Stumick. She, and many of the others, recall the endless 
discussions on race and dass.2°3 
Entertainment came to be a regular part of many conferences—dances, 
musical performances, storytellers, art exhibits, etc. These events, too, often 
proved to have didactic ramifications. Sharon Leder reports that Judith Fetterly, 
one of the co-conveners of New York NWSA, belonged to a troupe called 
Thesbian Feminists. They performed skits on homophobia and sexism at early 
NYWSA regional conferences.204 
Three friends and workers for the first national annual conference had a 
reunion in 1986, Emily Abel, Deborah Rosenfelt, and Peg Strobel. They fondly 
told of the optimism of the late 70s when they strove to create better models for 
teaching and learning. They are not so positive about the possibilities for reform- 
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ing academia today. Many of the issues that surfaced during the first annual 
conference continue into the present, but "the conference enabled many of us to 
integrate with rare coherence our intellectual, personal, and political selves."205 
Nupur Chauduri experienced alienation at the 1979 Kansas Conference 
because of treatment by white members which she adjudged to be well-meaning 
but condescending. Based on her experiences, she recommended that the next 
conference, in addition to having academic sessions, should have "more informal 
workshops and round table discussions where both academic and non-academic, 
whites and women of color could exchange their views and ideas and benefit 
from each other's experiences."206 As a result of complaints and concerns about 
racism, that subject became the theme of the 1981 conference in Storrs, Connecti¬ 
cut. 
In a short piece she called "Disobedience is What NWSA is Potentially 
About," Adrienne Rich saw the "profound refusal to obey" expressed in, among 
other things, white women's anti-racism and lesbianism. She is moving to "ex¬ 
amine rather than hide her own racism," and to "push her own horizons further 
through the writings of women of color and lesbians."207 Rich spoke at the 1981 
Racism conference at Storrs. 
'Too often we fail," laments Virginia Walcott Beauchamp, "to notice the 
falsehood. "208 She refers to the falsehoods of history which workers in women's 
studies (NWSA et al.) seek to expose and rewrite, in short to revolutionize. One 
experience at the 1986 Illinois convention approaches that of a religious conver¬ 
sion: 
One felt the rhythm starting—the new wave beginning to break like 
waves before; the surge of emotion when at last, clearly, for the first time 
some of us see ourselves. The force of this insight carries us far outside 
the range of control by others; to them, losing power, this new energy may 
seem dangerous.209 
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She thus describes her new consciousness and likens it to the personal revelation 
of a seventeenth century Anne Hutchinson. Along with desire to break the 
power of patriarchy, she sees the emergence of special interest caucuses and task 
forces as a natural and necessary result. 
These recollections (many have been omitted) tend to be repetitive. The 
repetition is significant of common experiences. The authors, writing indepen¬ 
dently on their relation to the NWSA, collectively paint a landscape formed of 
dedication, work, humor, commitment, occasional inspiration, and always, 
learning. Reports from other conferences corroborate that conferences are a kind 
Qt schooling. 
As is the case with any conference successful in the sense of imbuing the 
participants with resolve, self-confirmation, support, and challenging ideas, the 
individuals return home, communicate with others, teach, write, research, learn 
anew. One particular session, one presenter, a debate, a penetrating question can 
be sufficient to create a storm of thought and activity that sustains and rededi¬ 
cates. 
Conferences and Conversations 
Certainly conferences and their "results" exist in constantly fluxing and 
mutually influencing ways with publications, exhibitions, university courses, 
and other learning situations. Mary Garrard discusses the evolution of her 1989 
published 607-page monograph on Artemisia Gentileschi, an Italian seventeenth 
century artist. Garrard tells of seeing a portrait by Gentileschi in 1976 in Eleanor 
Tuft's book Our Hidden Heritage. Eleanor Tufts, now deceased, is one of femi¬ 
nist art history's stellar foremothers. 
The portrait piqued Garrard's interest enough for her to produce a paper 
for the 1977 College Art Association conference in Los Angeles. The session was 
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chaired by Tufts. That paper then became an article in 1980, and now forms the 
basis for Chapter Six in her book. The book then may well promote discussion 
and further research resulting in more articles, conference sessions, and so on.210 
At a conference session, the participants may have the opportunity to 
question the author, offer their own comments and insights, and interact if there 
is time at a session, or later in informal meetings. A burning-enough train of 
thought might necessitate the conference goer's seeking out a speaker or author 
whose work she needs to clarify. 
Garrard, in recreating her story of the genesis of Artemesia, also lavishes 
credit on Ann Sutherland Harris and Linda Nochlin's extraordinary 1976 exhibi¬ 
tion Women Artists: 1550-1950. Here Garrard saw six paintings by the artist and 
came to grapple with iconographic matters idiosyncratic to Gentileschi. She 
received grants, and subsequently came in contact with scholars in Europe who 
contributed to her research. Her thanks to the many who aided her (in the pref¬ 
ace) departs from the all-too-usual perfunctory protocol. One senses a genuine 
gratitude and deference to the persons, places, and things that enabled her to do 
this important work. She is conscious of the "conversations," and actively seeks 
to reconstruct the milieus of chance and design which supported her intellectual 
life. Together they constitute an informal "conference," one she convened and 
moved along during days, weeks, and years. 
Bernice Johnson Reagon was a featured speaker at the 1987 "Voices of 
Dissent" conference for artists and writers held in Philadelphia. She is a long¬ 
time political activist, singer, and is now a curator at the National Museum of 
American History in Washington, D.C. A volume of essays resulted from the 
conference, and the editors credit her with helping to crystallize their thoughts 
about the critical issues facing socially conscious artists. 
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The articles generally reflect the stimulation and energy of the conference. 
To quote Mark O'Brien, who refers to the Janet Kaplan-moderated panel, "The 
Imaging of America:" 
The session was exhilarating. We saw how the panelists gave form to 
their ideas; each able to tap into a specificity of life experience, clarity of 
purpose, control over their respective media, which enabled her or him to 
give substance to conceptions that were alternatively critical and vision¬ 
ary. There was also the excitement of witnessing a gathering of individu¬ 
als from a wide variety of disciplines and regions of the country—panel¬ 
ists and audience alike—becoming visible to each other and tentatively 
aware of their relationships as a group.211 
This conference report supports the notion that groups involved in dissent 
or divergence from the mainstream professional, political, or academic institu¬ 
tions are usually more lively and involve the attendees to a greater extent than 
the run-of-the-mill conference. 
A paragraph excerpted from Irene Diamond and Gloria Orenstein's brief 
report on the conference "Ecofeminist Perspectives: Culture, Nature, and 
Theory" (University of Southern California, 27-29 March, 1987) reveals the ideal¬ 
istic and spirited nature of that conference. 
The rest of the conference continued these themes in plenaries, work¬ 
shops, and performance and ritual. Although organized to fit a paradigm 
of an 'academic' conference, with papers and responses (USC and a divi¬ 
sion of the National Endowment for the Humanities were sponsoring the 
affair, after all), the abundance of song, poetry, and laughter clearly indi¬ 
cated something different was occurring... The intensity of the ideological 
fervor brought by many activists (primarily from the United States, but 
also from England, Germany, Australia, Norway, and Canada) never led 
to the acrimony often characterizing intellectual/political gatherings. 
People listened to each other and expressed their disagreements, but 
differences were infused with a spirit of trust and respect. The heart and 
head were always present.212 
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Only a profound sense of morality and commitment, accelerated by the 
meeting of so many of like-mind could account for such an extraordinary event. 
That is not to say that all agreed on priorities or methods within the conference, 
yet the overriding goals sustained the level of engagement. Ecofeminism had by 
the 1990s become a much more familiar concept and movement. The 
affirmational, transgressive, aesthetic nature of the conference certainly encour¬ 
aged individuals to speak and write on the issues and help bring them to the 
foreground of current feminist activity. 
Another major movement aside from feminism, vitally active in working 
for a new world order on a vast scale, from an ecological perspective, are futur¬ 
ists allied with the new biology, Gaia hypothesis, and peace and global studies. 
They too rely on conferences for essential contacts, new interchanges, and psy¬ 
chic reenergizing in the fight against convention and entrenched thinking. Two 
striking examples are here selected (feminists are among them, but many prefer 
to concentrate on ecofeminism). 
The first, "Earth Conference One: Sharing a Vision For our Planet," oc¬ 
curred in Oxford, England in April, 1988. One hundred spiritual leaders and one 
hundred political leaders met in an emergency atmosphere to intervene in mili¬ 
tary and ecological destruction impending. Many were also educators destined 
to affect their constituencies. "No one left unchanged."213 
James Lovelock, originator of the Gaia hypothesis with Lynn Margulis, 
wrote a glowing Forward to Anuradha Vittachi's accounts and documents of the 
conference. His opening statement is one of the most decisive of any conference 
testimony. 
The Global Forum of Spiritual and Parliamentary Leaders on Human 
Survival was without a doubt the most significant gathering I have at¬ 
tended in a lifetime. It changed my life irreversibly, as it must have done 
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the lives of many of the other delegates and participants.. .For many of us 
it still goes on as a new and thrilling way of life.214 
Gaile McGregor writes of attending a symposium called "Our Post Mod¬ 
ern Heritage" in Toronto, spring of 1987.215 She found little evidence of 
postmodernist discourses. A scant year later, postmodernism had infiltrated 
virtually every group of Canadianists at the Learned Societies Conference (1988). 
Earlier reluctance to or ignorance of the notion of "paradigm shift" faded in the 
ineluctable assertion of postmodernist stances. 
McGregor then highlights the influences on Canadian academic writing. 
This conference (and others) further spread the word to the as yet uninitiated, 
and reaffirmed the power of unofficial validation via presentations at confer¬ 
ences. Conferences, as many testify, are important modes of introducing and 
popularizing (at least to a limited audience) intellectual and methodological 
currents. Certainly this is the case with major art conferences. 
An interdisciplinary conference called the "Meaning of Water" (July, 
1990), was in every way an assembly of recusants. The following description 
came from my notes on this extraordinary conference. 
Profundity, delivered in a rural setting overlooking a pond in the fullness 
of summer. The pond visible at every moment from every spot. Tented- 
over outdoor lectures and some in an old bam with wide-opened doors. 
Between speakers, a run down the hill for a swim in the pond, reputed to 
be very deep. Sitting dripping hearing about Gaia, the Naiads, Neptune. 
A new vocabulary brashly diffusing. A convergence of sciences and arts, 
philosophy, ecology, engineering and aesthetics. Drama. Birds flying by. 
Restoration of the waters. Water in art. Traces of Lindesfame. Aquacul¬ 
ture in the light Agroecology. Sanitary engineering. Cellular biology. 
Sunlight. Cathedrals to the divine. Cold water to drink. And wine with 
dinner. Ocean close. 
Artists, environmental lawyers, Utopians, swimmers, academics, earth- 
lovers, farmers. Various combinations thereof: shod, unshod, tonsorially 
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diverse, female and male, new age and old age, talking, questioning, and 
meeting. 
Poetic quotations, storytellers, slides, thinking likened to jazz. Biolectures. 
Biologic. Sustainable, sustained, sustenance. Prairies, planets. Microbial 
life. 
Water is waters. Polywater. Held together tears. 
Aqua pura. Aqua vitae 
A spate of streams. Refusing pollution. 
All symposia should hold a dance (there was no dance). Return at night 
to the Ideal Spot motel. A thirst-quenching beer. A swim transversing 
horizons in the cool dawn at a West Falmouth beach, with Libby and 
Phyllis. Waves. Salty. Afraid of sharks ever since Taws. Trash on the 
sand. "Residents only." Lifting fog. Two days at Bourne Farm. Strange 
to leave. Reconferencing possible. Topophilia. "Don't put bad things in 
the water." 
CAA/WCA Conferences 
The annual conferences of the College Art Association (CAA) and the 
Women's Caucus for Art reveal much about the practice of, issues in, and 
changes in art and art history. The venerable CAA is the largest professional 
organization of art historians, artists, and critics, and the majority of members 
have university or college affiliations. CAA functions as an overseer or steward 
of the discipline. Members often belong to smaller, more specialized groups in 
addition, such as the Association of Historians of American Art, International 
Survey of Jewish Monuments, Historians of Netherlandish Art, International 
Center of Medieval Art, or the Gay and Lesbian Caucus. 
The events of the 1960s and early 1970s did not leave the discipline of art 
history untouched, as was shown in previous chapters. The protests, rebellions 
and anti-establishment tenor of the time provoked analyses and denunciations of 
the universities. The women's movement flourished as women's consciousness 
of blatant omissions and oppressive treatment grew. Women's studies took off 
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as a new interdisciplinary field; feminist thinking began to encroach on the 
structure of virtually every field. 
The Women's Caucus for Art, founded in 1972, arose as one of the many 
streams of women's movement and other liberationist movements. Originally a 
caucus of CAA to promote women's concerns, the group became independent in 
1978, but maintains a cooperative relationship. In 1990, there were over thirty 
chapters throughout the United States, with many accomplishments, and many 
miles to go. As with NWSA, meetings and conferences are vital to the very fabric 
of the organization. Accounts of a few of these conferences from the last several 
years speak to the richness and variety of ideas theories, behaviors, proposals, 
and goals. 
Norma Broude and Mary D. Garrard published an important anthology in 
1982. Feminism and Art History: Questioning the Litany. They credit several 
pivotal sessions at CAA conferences as milestones in creating feminist art his¬ 
tory. They selected representative papers from conference sessions for their 
anthology. The first session noted, chaired by Linda Nochlin in 1972, was en¬ 
titled "Eroticism and the Image of Women in Nineteenth-Century Art." The 1978 
meeting, in a WCA sponsored session chaired by H. Diane Russell and Mary D. 
Garrard had called for papers 
that held out, collectively, the possibility of the alteration of art history 
itself, its methodology and its theory, an aim to be distinguished from the 
additions to art history that were being provided in the same period by 
the rediscovery of numbers of forgotten women artists.216 
The following year the session "Questioning the Litany," under Christine 
Mitchell Havelock's leadership, carried on with the theme, and generated the 
idea for the anthology. Broude and Garrard ultimately included previously 
written works that addressed their theme from the 1970,1972 and 1975 confer- 
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ences, and from other sources. They were unequivocal in attributing their debts 
to the conferences for fostering their developing thoughts on the discipline in 
relation to feminism. 
At Los Angeles in 1988, one of the more unusual sessions was "Guerrilla 
Girls West: Conscience of the Art World."217 The Guerrilla Girls, gorilla cos¬ 
tumed and masked, attempt to raise the consciousness of the art world by inven¬ 
tive means: showing up uninvited at art openings, placing advertisements in art 
magazines, plastering walls and buildings with posters exposing lack of repre¬ 
sentation of women artists in exhibitions, appearing at meetings, etc. Their 
function as educators has angered or embarrassed many a curator. 
On that Tuesday morning at WCA they announced the 1988 Worst Of¬ 
fender Awards in a number of categories. One award was to the Los Angeles 
County Museum for the least retrospective shows of women artists—zero. Posi¬ 
tive achievements merited awards as well. The San Francisco Craft and Folk Art 
Museum won for the most shows by women. Their vigilant work keeps remind¬ 
ing us of the reality of the situation for women artists in the contemporary art 
world. Groups of anonymous guerrillas are active in many parts of the country. 
Joy Poe's articles on the previous year's Houston WCA conference ap¬ 
peared shortly after it in Women Artists News. She noted the frenetic pace and 
"the wonderful planned and unplanned reunions which occur at these 
events."218 Whatever one's viewpoint or reasons for attending a conference, the 
experience of seeing old friends, colleagues, and acquaintances is an often men¬ 
tioned benefit. The renewed relationships contribute to networking. 
Poe criticized individual sessions and commented on the art exhibitions 
around Houston. Seeing art in galleries and museums of the conference city is 
always a highlight for WCA participants. Organized bus trips or private treks 
105 
take the conferees to the special shows of local or nationally-known artists held 
in conjunction with the conference. 
Artist members usually consider seeing the art equal to or more exciting 
than the sessions. Art historians also enjoy the art and architecture of the city, 
and may focus more on historical works or works in their fields than the shows 
by contemporary artists. The numerous receptions afford a change of pace and 
needed sustenance after weary hours of intense concentration. They sometimes 
feature regional culinary specialties (Los Angeles and Houston were especially 
good). 
One notably effective session, jointly sponsored by WCA and CAA, took 
place on February 16th, 1989, in San Francisco. Some twenty artists and 
artwriters were allowed a strict five minutes each to take a position on the status 
of feminism in the arts at that moment in time. The unusual format successfully 
presented a whole range of responses for scrutiny within the approximately two- 
hour session. A few are here summarized.219 
Arlene Raven, long active in feminist art, moderated the speak out and 
"rang the bell" as soon as each speaker's time was up. 
Susanne Lacey, a Los Angeles performance artist and writer, found the 
rage and passion of the 1970s fading to the point where she wondered if activism 
could survive. She saw a separation between academic feminist inquiry and the 
activist politics of art. 
Whitney Chadwick pointed out the lack of a single unifying issue to rally 
around. She feared that the movement could become just a brief "ism" sub¬ 
sumed into modernism. 
Mimi Shapiro called the late 1980s a transition period; "The movement of 
power has not come." She outlined a program toward that realization: 
1. Continue to dream. 
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2. Use the creative voice. 
3. Act with pride. 
4. Continue to deconstruct male art. 
5. Make art and criticism a challenge to the powers 
that be. 
Faith Ringgold announced "change." Art is multicultural and bisexual. 
The art world needs to shed its racist, sexist, ageist, dassist "fat"—as she shed 
100 pounds of her physical fat in 1986, and documented it for an audience in an 
art work. 
Thalia Gouma-Peterson contrasted the activist 1970s with the more self- 
consdous and theoretically-oriented 1980s. Women must ask about priorities: 
Will women's issues or academic vogue consume our energies? Deconstruction 
needs to be combined with a new respect for women's experiences. Silencing 
them means silencing ourselves. She discussed possible differences in methodol¬ 
ogy when dealing with art in different parts of the world, and in her five min¬ 
utes, she managed to cover very many art historical topics. She conduded by 
calling the women's movement in art "the new avant-garde." 
Clarissa Sligh began by announcing that she is a black woman who hap¬ 
pens to be an artist. She urged greater recognition of women of color artists and 
the need for support among black artists to affirm their existence. 
Eunice Lipton thought that "the woman question" is old hat—and a boy's 
question to boot. She was tired, too, of theory as "the enemy" and painting as 
"dead," or "not political enough." What was energizing to her was seeing 
women's work hung, written about, enjoyed. She wanted to see more feminist 
cooperation, power, and increased vigor. 
C. Tamblyn was next. She took the position of supporting pornography, 
which she said conveys sexual experience by women as speaking subjects, in 
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contrast to the anti-pornography movement's position. Pornography is not 
inherently phallocentric, and can be a viable means of erotic expression for 
women. She mentioned the work of Leslie Thornton, Ann Sitlow, and Barbara 
Hammer as remedies to the dominant male-produced pornography. Women 
should be ready to accept a plurality of viewpoints on the subject, in her view. 
Helen and Newton Harrison poetically presented an art program ever- 
mindful of the earth's ecological crises — "A ring of fire could shrink the Pacific 
in less than a second," they warned. The green house effect is upon us. Their art 
(they collaborate on earth projects) is inseparable from their eco-concerns. 
Howardena Pindell mocked a white critic of a show at Mills College. 
Supposedly he (she?) said that Third World culture was lost when the Third- 
world became euro-based. The critic decried the assimilation—the quality of 
"Other" had all but disappeared. The critic continued the colonization into the 
critical sphere, she maintained. 
Sandy Langer recalled Warhohl's statement in 1971: "Girls are doing big 
things." Too often, she chastised, this means doing things "the men's way." 
Exclusionary practices still exist in museums, among collectors, in the art maga¬ 
zines. Blacks, others who may not conform are shut out. The vast dichotomy, 
high art/low culture, remains. Women need not and should not be diffused into 
postmodernism. "Reclaim the territory," she urged. 
Mary Beth Edelson invoked the goddess, whom she sees as a metaphor for 
change. The goddess opens up new realms and represents radical 
antipatriarchy. The cognitive realm is not the higher reality. The goddess incor¬ 
porates the cognitive and other impulses in a holistic way: the dichotomies of 
the past must go (Evocations of the goddess in many forms became important in 
the early 70s, and the movement has its followers at present.) 
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Carolee Schneeman read texts and showed slides of an installation. Four 
screens ran simultaneously. The work was to speak for itself. The female body 
was prominent. 
Allan Kaprow (a feminist man?) outlined "What I learned from femi¬ 
nism": community, immediacy of expression, shamanic tradition, sense of the 
body—body political as well as corporeal, social learning as opposed to experi¬ 
encing a new art movement. 
Barbara Hammer talked about the image of women in commercial films. 
A filmmaker herself, she suggested that art teachers deal more with experimental 
film. 
Several others had their five minutes. B. Smith was dismayed at the 
violations of the earth. Suzi Gablik urged a "new paradigm," a deconstruction of 
the prevailing aesthetic mode, for a more environmentally-centered one. Judy 
Barker reminded us of the increase of minority groups, and the need for muse¬ 
ums to do outreach and strive for broader representation. She strongly urged 
collaborations among groups of artists. 
Despite the spectrum of responses, some common concerns emerged from 
this session. References to the primacy of women's experience, race, diversity, 
pluralism and social relevance were repeatedly made. The presence of so many 
art activists together in a single forum made an impression that could not be 
fashioned from texts or in a more private arena. The large audience appeared to 
be highly involved, as evidenced by the comments following the session. That 
conference session afforded a special opportunity to assess the impact and direc¬ 
tion of the feminist art movement directly. 
WCA President Iona Deering in a recent newsletter urged women to 
attend the 1991 conference "Expanding Visions" in Washington, D.C. 
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We owe it to ourselves, our work, humankind and Mother Earth to break 
out of the cocoon of limited vision and EXPAND [sic].. .let's reaffirm our 
belief in ourselves and each other at the conference in February. 
Affirmation, networking and commonality supersedes the abstractions of 
academic discourse. The visionary upstages pedantry. The program (as de¬ 
scribed and outlined) echoed the president's message. A ceremony "Great Tree 
of Peace" by Onandaga danmother Audrey Shenandoah opened the conference. 
Spirituality, ethnic diversity and sodal issues dominated the programs, far more 
than at the last several annual conferences. 
The 1991 CAA conference promised a challenging mix of topics and ap¬ 
proaches.^0 The first session on the program, "Who is the 'We' Who Creates Art 
History," was jointly sponsored by WCA and addressed how non-monolithic 
feminist theories are being worked out. Panelists were mandated to "place their 
individual voices within this discourse" and relate how this personal note af¬ 
fected their teaching practices.221 Josephine Withers chaired the panel. 
A cursory survey of the program indicates a profound self-consdousness 
of a changing order. The "We" is growing. At least nine sessions were wholly 
devoted to gender issues, and more gender-related papers were given within 
other sessions. While "standard" art historical sessions constitute the majority, 
the influence of deconstruction, newer analytical modes, and issues of ethnicity, 
colonialism, etc. are unmistakable there. The CAA offered a more academically- 
oriented program than the WCA, but one with feminist content. WCA concerns 
of the 1970s that scarcely existed in CAA, have now been to some extent infil¬ 
trated into CAA. This seems to be the trend. 
Nonetheless, WCA's primary focus is on women in the arts. In CAA 
issues relating to women in the arts are visibly present, but as one of numerous 
endeavors. WCA retains an air of resistance and antiestablishmentism. The 
110 
WCA conference is a bit less formal and more relaxed (It's smaller, for one thing). 
Clothing tends to be more colorful and casual, although in fairness a substantial 
number of CAA members are interviewing for jobs and thus "appropriately" 
tailored. 
Some of the fundamental distinctions between the two groups are less 
defined than in the past, yet each has a strong identity and is undergoing reas¬ 
sessment and change. The Women's Caucus for Art charges itself with a perma¬ 
nent mandate to advance women's work and women's thoughts. The annual 
conference will continue to be the chief agent for mobilization. 
Transformations 
Transformation crops up frequently in feminist discourses. It represents a 
consciousness of the limitations of the status quo vis-a- vis all social institutions, 
and a vision of a better, fairer, more inclusive picture. Although "changing 
disciplines" are by no means topics limited to feminist involvement, the transfor¬ 
mative aspects of critical activities are especially associated with feminism, and 
are quintessential to feminism. 
Nona Glazer states the case clearly in her essay on conceptualizing sociol¬ 
ogy- 
I urge feminists to consider the importance of presenting a unified theo¬ 
retical understanding of any topic that we want to transform by using 
feminist scholarship.. .1 advise them [students] to examine the assump¬ 
tions underlying their interpretations of the social world. I suggest that 
they work out what their assumptions imply about an ideal social world 
and.. .whether they still accept their assumptions 222 
Summation 
The conference testimonies dted point to a number of identifiable aspects 
or characteristics that can be summarized here. The close connections between 
« 
conferences and publishing has been made repeatedly. The interrelations gener- 
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ate productivity in both spheres. Together, they are an enormously powerful 
force, for change (and/or for entrenchment of tradition). 
The potential for strengthening the sense of professional identity is clearly 
stated in many reports. Janice Irvine spoke about an important sexology confer¬ 
ence, where professional identity was a central theme: 
For the sexologist, who might be the only sex researcher in a university, or 
the only sex therapist in a town, conferences such as the Sixth World 
Congress are more than a forum in which to network and discuss the 
latest research; they provide a vital connection to a larger vision.223 
The larger vision in this case meant the legitimization and acceptance by estab¬ 
lishment psychology of the somewhat suspect field of sexology. 
Networking, renewal of acquaintances, and meeting new colleagues 
remains an easily attainable goal. Camaraderie is desired and valued. 
Opportunities for conversation, debate, dissent, and exploration of ideas 
in general are a usual conference expectation. 
Rejuvenation, relaxation, and renewal are benefits often accruing despite 
hectic schedules. 
New knowledge, latest research findings, "keeping up," methodological 
shifts and trends: most conference-goers admit to some allegiance to these offer¬ 
ings. 
For those in the art field, seeing art and architecture in the conference city 
and environs prevents inanition, and may offer a transfusion of energy. 
Transcending the intricacies of one's specialization, and gaining or deep¬ 
ening a commitment to the value or inherent worth of one's field is perhaps less 
common than the reinforcement of identification with a field, cause, or profes¬ 
sion. Those experiencing this commitment enthusiastically re-commence their 
endeavors. 
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Grappling with the substance of a discipline and the ongoing creation of 
new directions, concerns and issues, as well as continuity with the aims and 
questions of the past is a chief function of academic disciplinary conferences. 
The discipline itself and its place in academia exists via the efforts and produc¬ 
tions of its members. The MLA, NWSA, CAA, to name three, also have a func¬ 
tion transcending any individual's personal experience of the respective 
discipline's annual meeting, its public face. 
War and peace, ecology, social justice, diversity, or what is generically 
termed multiculturalism, problematic and controversial, have beckoned at al¬ 
most every discipline's boundaries, and been admitted into its conferences. 
Feminist gatherings particularly attend to these matters. A hateful and some¬ 
times ill-informed backlash builds up by those dismissing these issues and call¬ 
ing them destructive to the purity of disciplinary demarcations. 
Another constellation consists of the transformative capacity fashioned 
from a measure of inspiration, community, common purpose, exhilaration, and 
deep moral vision. Testimonies of transformation are common and heartfelt. 
Many have testified to a quasi Pauline-like conversion as a result of circum¬ 
stances at a conference. The fact of such overwhelming occurrences merits fur¬ 
ther attention. This phenomenon has considerable importance in the world of 
action and ideas. 
Conversations, conferences, and writing flow from one to another, ex¬ 
panding the world of thinking, learning, feeling, and imagining. One can unex¬ 
pectedly discover a new existence. Feminist learning certainly happens in con¬ 
ventional schools, but learning conversations, situations and leaps of conscious¬ 
ness abound in a world beyond patriarchal rules and constraints. Feminist 
teaching and learning is in creation. 
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Pedagogical Afterword 
Many institutions, schools and otherwise, can be utilized as a structure, a 
site of feminist learning. Museums of all kinds, galleries, theaters, libraries, 
bookstores, historical buildings, study groups, etc. The concept of a university 
without walls is not just a cliche. A sense of purpose and openness, and con¬ 
sciousness of learning possibilities, is essential to maximum utilization of an 
institution, or other life experience. 
Rather than a survey of feminist pedagogical literature (several useful 
anthologies are in the bibliography), I have chosen to briefly introduce two 
different views of education. The point is not to create yet another polarity, but 
to indicate, perhaps, how an individual may proceed on the path of conscious 
learning by an informed philosophical outlook, with a view towards seizing the 
best from the past while focusing on evolving, broader sources of knowledge, 
both internal and external. 
M. C. Richards is an educational philosopher of the first order. Her work 
is known primarily by art educators, but could have significant application to 
any area of the study of education, at any level, primary, secondary, tertiary and 
beyond. Some of her ideals grew out of her experiences at the experimental 
Black Mountain College of North Carolina (which ceased to exist by the late 
1950s). Her essential concept, a wholistic one, is that of centering, a bodily and 
psychic phenomenon described as "to feel the ideal energy and thrust and equi¬ 
librium in the moment's concreteness."224 Her major thoughts are here summa¬ 
rized. 
Centering has to do with transformation, evolving consciousness, life 
possibilities beyond the work-a-day ordinariness of dulled-out functioning. 
Non-authoritarian and affirmational, learning in its broadest sense, language, 
and the arts are all part of the same impulse toward living in fullness. 
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Expansivity coupled with perseverance and openness is the underlying value. 
Self-actualization in the context of relationship to the world are inherent in "cen¬ 
tering." The metaphor of waking up — again and again — embodies the power 
and potential of educative forces. 
Wisdom and imagination accrue from the practice of centering. While 
linear thinking has its uses, it cannot itself lead to wisdom, which incorporates 
inspiration and intuition. These qualities submit to no formula, or series of 
progressive steps. Imagination tempers the intellect with liveliness, and, "as 
consciousness heightens, the moral sense evolves."225 
Capacity for community and collaboration accompanies the struggle for 
the evolving self. A teacher may assist in eliciting strengths from within the 
students. Individualism and freedom can thrive in community. Schools at all 
levels generally turn their backs to such a position. Instead of fear and enforce¬ 
ment of authority to insure conformity, Richards would have "the development 
of the imagination" as the primary goal.226 
Imagination allows the entertainment of multiple and sometimes conflict¬ 
ing ideas, and allows thoughts other than those beaten into us to settle in for 
consideration. Imagination brings thoughts and deeds and renders the invisible 
visible in the mind and in the external world. 
In Centering. Richards intersperses her poetry, descriptions of her work as 
a potter, and philosophical reflections on life, art, and a general pedagogical 
stance relevant to the process. Her phrase a cheval sur l'inconnu: riding horse¬ 
back on the unknown227 graphically portrays a sense of purpose and direction, 
with a measure of control, and yet gives a sense of fascination and commitment 
to destinations beyond the next horizon, an impassioned xenomaniacal indul¬ 
gence gently reined by the sheer weight of the self. Incipient change comes from 
within, for female or male, as 
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We are all Mary, virgin and undelivered, to whom the announcement has 
been made, in whom the infant grows.228 
Richards's philosophy of education is grounded in the arts, without offer¬ 
ing a program or curriculum, although her examples suggest ways of accom¬ 
plishment. In order for her work to be of great value, an acceptance of the ideals 
of freedom and self-actualization balanced with community is assumed. Writing 
in the 1960s, Richards does not differentiate between males and females in terms 
of access, potential, or "spheres" of appropriateness; an androgyny is implied. If 
in the 1990s her ideas could be informed by feminism's consciousness of woman 
situated in the particulars of specific historical and material experiences of patri¬ 
archy, her work could be of even greater value to women. Her ideas have a 
beauty and lightness (in the good sense), as well as logic, that could grace devel¬ 
oping feminist pedagogy with an eloquent expression of purposes transcending 
the acquisition of data and redressing of wrongs, or new classroom techniques. 
Teachers and students are left to find their ways. 
A radically different outlook may help focus Richards's work, and high¬ 
light the differences between a lineage of progressive, wholistic, and feminist 
education, into which her work falls, and the dominant operational philosophy 
or lack thereof, usually an ideology of submission to limitation, control, and the 
status quo. 
Stencilled high on a wall at the deep end of the swimming pool area of the 
Amherst, Massachusetts Regional Junior High School, is the following slogan by 
J. E. O'Donnell, 1991. 
What we like and what we dislike are unimportant. To achieve, to suc¬ 
ceed, to win, we must do what is necessary and what is right. This is most 
important in our education. This is most important in our lives. 
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This statement represents, to me, the real educational philosophy of most 
schools, to put it more directly, shut up and do what you are told. This same 
dictum, although perhaps stated in more convoluted fashions, could apply 
equally well to higher education. The patriarchal system has many cracks in it, 
but not yet enough to cause the structure to fall. Control of education is of vital 
importance to the malestream perpetuation of power. 
"Doing what is right" has yet a more dramatic expression in a nineteenth 
century description of Jesuit education. In a history of pedagogy by Gabriel 
Compayre, he referred to certain historical principles of Jesuit education. As an 
example of the blind obedience and suppression of spontaneity required he cited 
this reference: 
One must allow himself to be governed by divine providence acting 
through the agency of the superiors of the Order, just as if he were a dead 
body that could be put into any position whatever, and treated according 
to one's good pleasure; or as if one were a baton in the hands of an old 
man who uses it as he pleases.229 
Although no contemporary educator, Jesuit or otherwise, would likely 
espouse and underwrite such a doctrine, it is really the essence of authoritarian 
education which continues today in a form disguised by false liberalities. The 
slogan on the swimming pool is but a modern version of that extreme of submis¬ 
sion, one of many still operant at all levels of education. 
For feminist commitment to teaching and learning to take hold and influ¬ 
ence all spheres of activity, these efforts must occur at all levels of education. It is 
far more difficult to begin this process in post-secondary schooling. The journals 
Women's Studies Quarterly, Radical Teacher, Feminist TeachgL and Holistic 
Education Review indicate that promising work is being done in that regard. 
The Waldorf Schools, founded with a dedication to ideals of freedom within 
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community, by Rudolf Steiner (1861-1925), are one of the alternative systems that 
have impassioned advocates.230 Whether within existing systems, in creating 
new systems, or dwelling outside of any institutional support, a feminist aspiring 
to wisdom, Gynesophia, can center herself, her very being, in this life's work and 
joy- 
118 
CHAPTER V 
FEMINIST INTELLECTUAL VIRTUE(S) 
A time comes in the history of souls, as of nations, when forbearance 
ceases to be a virtue, and self-respecting life is only to be retained 
through defiance of and rebellion against existing customs. 
Matilda Joslyn Gage231 
The "old maid" of 1861 is an exceedingly cheery personage, running about 
untrammeled by husband or children, now scaling Vesuvius or the Pyra¬ 
mids, and what is better, she has found not only freedom of locomotion, 
but a sphere of action peculiarly congenial to her nature. 
Francis Power Cobbe232 
Accept my discipline rather than silver, knowledge in preference to gold. 
For wisdom is more precious than pearls, and nothing else is so worthy of 
desire. 
Proverbs 8:10-11233 
Feminist ethidsts are just beginning the task of describing those actions 
and habits of life (virtues) which are consistent with our new visions of 
the ultimate. 
Barbara Andolsen234 
Virtue 
A discussion of virtue in an art historical contest may rightfully seem at 
first consideration a woefully retardataire endeavor. But if art and its history 
have meaning in culture (which I think most would agree to despite very differ¬ 
ent ideas on just what the meaning is)/ questions of values, dedsions as to "right¬ 
ness" and relative rightness and conversely inappropriateness or "wrongness" 
inevitably arise. Can it be that some art has more virtue than other art? Some 
artwritings are more virtuous than others? 
An explanation of what is meant by virtue is here in order. The focus is 
not the theological virtues, of faith, hope, and love (charity), or the cardinal 
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virtues, prudence, justice, temperance, and fortitude (courage), although they do 
have relevance. By virtue I do not mean moral goodness or purity, nor adher¬ 
ence to a prescribed code of behavior, nor political correctness. What I am con¬ 
cerned with is intellectual virtue. Virtue requires, not obedience to rule or social 
convention, but a critical engagement with it. 
Diana T. Meyers and Eva F. Kittay place moral theory at the heart of 
feminism and its role in cultural pursuits. 
It is our conviction that the liberation of women cannot proceed unless 
people come to grips with the moral position of women. Similarly, the 
completeness and integrity of the Western intellectual tradition depend on 
thinkers confronting this problem.235 
This conviction connotes an aspiration that is imbued with a sense of 
justice, idealism, and the search for truth. Justice and truth escape precise defini¬ 
tion, but serve here as over-arching guides for intellectual work, pulling, attract¬ 
ing in their direction. 
Philosopher Philippa Foot defines virtues as "in general beneficial charac¬ 
teristics, and indeed ones that a human being needs to have for his own sake and 
that of his followers."236 The value of virtues however is sometimes relative to 
persons and situations. While wisdom is always positive, other virtues may not 
be. Prudence, to name one, "is not a virtue to everyone, any more than industri¬ 
ousness is, for in some it is rather an over-anxious concern for safety and propri¬ 
ety. "237 Her short essay brings out some of the distinctions among the different 
"virtues and vices." 
John Dewey also discusses the negative potential in some virtues. Consci¬ 
entiousness, for instance, can represent" a kind of scrupulosity which is so 
fearful of going wrong that it abstains as much as possible from positive outgo¬ 
ing action. "238 This kind of conscientiousness paralyzes. Another, not men- 
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tioned by Dewey, is conscientiousness founded on excessive fear of the opinions 
of others, resulting in a shrinking of the self, a loss of Be-ing, when the self is 
given over to the perceived wants and standards of others. 
According to Socrates, the same virtues have different manifestations in 
men and women because of their different natures. Courage, for instance, is 
shown in commanding, for men, and for women, in obeying. A feminist concept 
of courage would begin by questioning what "should" be obeyed, and quite 
possibly disobeyed, ever mindful of the consequences. 
Intellectual Virtue 
Fruitful and sapiential intellectual pursuits require intellectual virtue. In 
fact, even relatively restricted, empirical work in a specific area presupposes a 
certain integrity and breadth of knowledge and skill. Whether theorizing about 
the origins of slavery, relating the reception of an artistic style, listing the causes 
of a war, or offering statistics on wife-beating, intellectual virtue comes into play 
(or the lack of it— vice). Choices are involved. 
To Aristotle, the process of reasoning, of thinking itself, employs the 
intellectual virtues of wisdom, prudence and intelligence. These virtues are 
distinct from the moral virtues of temperance and liberality which are habits of 
proper action. The intellectual virtues are not innate, but need to be learned and 
developed through practice. Both moral and intellectual activities involve 
choice, some of which are "virtues," other "vicious," or full of vice. 
Jonathan Kvanvig calls virtue "roughly a disposition toward and ability to 
acquire justified beliefs."239 It can be a disposition towards, or an ability. Intel¬ 
lectual virtues are acquired characteristics or excellences, abilities or powers. 
The intellectual virtues are important when our goals are practical, prag¬ 
matic, scientific, moral, educational, pedagogical, etc. and not just when 
our goals fall under the concern of the epistemologist.240 
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Kvanvig's categories for the importance of intellectual virtues are broadly 
inclusive. What might indeed fall outside of those categories? Virtually all 
intellectual endeavors can benefit from a greater consciousness of choices in¬ 
formed by the intellectual virtues. The difference between narrow-minded and 
tradition bound, and broad-minded, with an "unrestricted cognitive ideal," can 
be bridged by judicious invocation of the intellectual virtues. Kvanvig explains 
this cognitive ideal as a human ideal— 
the human ideal which is the analogue of omniscience is broad and varied 
knowledge covering a vast range of topics and areas... It is also important 
that they display a kind of adaptability of intellect regarding what they 
know.24i 
Virtue in contemporary context, is a value, an attitude, an ideal, obliga¬ 
tion, principle, norm, belief, informed action or emotion, or moral and intellec¬ 
tual habit or pattern. My purpose here is to offer an explanation of how specific 
virtues can lead individuals to thoughts and actions that further the cause of 
feminism, and that of art and artwriting (and ultimately, the cause of the earth 
and her inhabitants, flora and fauna.) None of these virtues is applicable, or 
specific only to feminism, or to art projects. It is through the combination of 
them, imbued with feminism, that can help to inspire, free, broaden, instruct, and 
offer general, flexible principles. They are already involved in many feminist 
and art pursuits. A consciousness of, and commitment to them, singly, or more 
likely in interactions with several, synchronously, expands the scope of the 
feminist project, with some support, and some justification. 
lustice 
Caring about justice in a remote outpost of a distant continent, or the 
abstraction "justice for all" is a fine thing, but justice, like charity, begins at home. 
Caring about justice for the self is also noble. The knowledge of this possibility. 
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as well as concern for others has given rise to whole movements. "Certainly," 
says Mary Daly, "women have always cried and struggled for justice, the thwart¬ 
ing of this longing and struggling gives rise to the birth of radical feminist aware¬ 
ness. "242 With that awareness comes the energizing power for new thoughts and 
new deeds. 
Yet the terms "justice" and "injustice" are completely inadequate to de¬ 
scribe the situations and legal systems under patriarchy. Daly urges new words 
be found that supersede justice definitions of both the political left and the right. 
While admitting its inadequacy also, she suggests Nemesis as an initial replace¬ 
ments she notes the irony in implying the sculptural image of justice, who, 
blindfolded, is blinded to the race/sex/dass realities in an alleged impartiality. 
Despite the often negative impression and sinister lacks in the term justice 
(and indeed all abstractions), some positive sense of it survives deep in the 
psyche. Debates over its meaning and gender specificity and relational, relativis¬ 
tic qualities have a long and presently continued history. I vigorously assert that 
however varied, the deep sense of it is necessary to an initial and sustained 
feminist consdousness. Why wait for the perfectly formulated universalizable 
description, or even one acceptable to most feminists, assuming that that is 
possible or desirable? A living concept thrives and is essential to carrying on 
feminist work. Justice has as much to do with the Self as with Others, those 
nearby or geographically or psychically remote. To grasp onto it is to rebel at its 
suppression, and to actively seek it for oneself as well as for others. Justice is an 
aspect of daily living and of vision. 
It is precisely such transcendent vision that makes possible acute sensitiv¬ 
ity to the common facts of oppression, for in the light of what might be 
and perhaps once was. An A-mazed woman sees/feels the horror of each 
fact; each event of the Possessed State of her sex and of nature on this 
planet. This vision fires her to fight back. 244 
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Justice distills from freedom, rage, creativity, intense feelings of loyalty and 
connection, and far transcends "rights" and "wrongs." 
For an artwriter, there are many implications for justice, as well as these 
other "virtues" here described and discussed. They are not discrete attitudes, 
better left to "life," than to art. It may well be that the oft-touted union of art and 
life has special feminist meaning, for "art and life" carries with it a vision of 
feminism in life that is absent in the usual concept. For the artist, the connection 
may be more distant, except insofar as creativity, expression, aesthetic pleasure 
are a part of the unimpeded functions of the self, and thus one kind of manifesta¬ 
tion of justice. Is justice irrelevant to the world in which art is presented and 
offered for view and maybe for sale? 
For the artwriter, some of the connections are obvious, some perhaps not 
so. The injustices of omissions, skewed definitions of acceptability and merits, 
the manipulation of the marketplace, ignorance of thinly disguised misogynistic 
productions, insensitivity to difference, relegation of women to obscurity, failure 
to make connections or identify gross misreadings, lack of attention to significa¬ 
tion and meaning — the list could go on and on and these issues have been 
identified by feminist artwriters, and others. Justice can help bring to focus and 
even remind one to see, to abandon justice's blindfold when dealing with art in 
any way, and to be open to the material and non-material realities presenting. A 
sense of justice can lift the sometimes necessary banal and pedantic work from 
drudgery, when it is seen as contributing to a larger scheme. And it can inspire 
magnificent work, of total involvement and dignity. 
Courage 
Courage, like Justice, is involved in practicing any virtue which exists as 
more than a passing thought or glimpse into another path. Courage in speech or 
124 
writing is Parrhesia. a boldness or freedom in speaking. While seemingly natural 
to many children, it is usually suppressed and inhibited at every stage of educa¬ 
tion. Feminists can reclaim parrhesia, while developing new standards of appro¬ 
priateness and authenticity. 
Courageous actions will ultimately clash with authority, with effects in 
every area of life. Where those acceptable boundaries are may vary in individual 
context, but are seldom as close by as initially thought to be. Courage in art, 
thoughts, deeds or action? — the reader should be able to imagine many ex¬ 
amples. Acceptability and propriety are always at stake. The options are always 
greater than they seem. I offer here only a sample bare beginning. 
-choice of controversial and difficult research topics 
-speaking out against the behavior of a narrow-minded colleague or boss, 
or perceived erroneous ideas 
-choosing uncertain or independent projects over the security and bore¬ 
dom of a particular job 
-working "against the grain," whatever that may be 
-supporting and mentoring feminist students, colleagues, and artists 
-planning exhibits with themes relevant to feminism 
-challenging rules, protocol, a modus operandi when seen as conflicting 
with feminist values 
-expenditure of money, time and effort on significant causes, ideals, etc., 
even when they are discouraged or prohibited. 
Liz Stanley and Sue Wise know that mediocrity and desire for acceptabil¬ 
ity often go hand in hand. Mediocrity is a choice. 
All feminists who are involved in writing and research should be more 
adventurous, more daring, and less concerned with being respectable 
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and publishable. And so we must be more concerned with being femi¬ 
nists and being members of our own particular disciplines.245 
Their exhortations are really wake-up calls. Too many women have overslept. 
Being adventurous and daring are choices. 
Courage needs support, practice, dedication, and periodical re-evaluation. 
With courage and a sense of justice, it becomes impossible to charge ahead mind¬ 
lessly. Productivity is worthless in and of itself. It matters what is produced, 
and why, in accordance with personal ideals. Feminist courage involves martial 
arts of a different order, taught in a different school. 
In her quest for professional acceptance the artwriter contends with her 
perception of what is expected/accepted in academic performance and in her 
behavior and appearance in other areas, sometimes seemingly unrelated to 
professional self-presentation. Self censorship operates to a greater or lesser 
degree. Mary Daly warns of the consequences of repeated acts which range 
from conformity to the prevailing dress code (after all, this is only a matter 
of style!) to conformity to prevailing codes of speech, behavior and inner¬ 
most thought [my emphasis].246 
Daily habits of conformity, whatever their purpose, have a dulling effect 
on the person, on creative work, and they eventually inhibit the capacity to think 
critically. It suffices to accept the superficial explanation, to remain in seemingly 
safe and secure places, and to stay oblivious to the wider scope of fruitful ideas. 
The question of meaning does not loom. The philosophical implications of one's 
work are avoided in a foregrounded satiety with "good" scholarship. 
Habits of propriety, appropriateness, and correctness dominate and sup¬ 
press the deconstructive and reconstructive impulses. Footbinding and witch- 
burning may belong to the historical past, but mind-binding and self-suppress¬ 
ing rampantly procreate anti-creativity and mind-shrinking. Art and artwriting 
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are not all they could be. Courage is always called-for, courage is a virtue of the 
first order. 
Svnderesis 
Synderesis is an inborn predilection toward moral principles, or con¬ 
science. Svneidesis, an awareness of consciousness, leads to an ability to apply 
moral principles or reflect on matters of conscience. Both apply also, in the theo¬ 
logical sense, to a spark of divinity in the soul. Leaving aside for a moment 
arguments about "inborn" and "divinity", the general sense of the terms could 
be interpreted as a valuable virtue, cultivatable. When nourished through prac¬ 
tice, informed by specific normative and other ethics, a formulation of a ratio¬ 
nale for all choice has an on-going philosophical basis as a value. Thoughts and 
actions have meaning and consequence. Paradoxically, even meaninglessness 
can be subsumed under "meaning." 
Musery 
Marilyn French understands the complex factors underlying all actions, 
professional or otherwise. 
It is impossible to do anything without telling a story. Whatever we apply 
ourselves to — from baking bread to doing nuclear physics — is tied into 
a context of purpose and need and good and ill, of self and others, a sense 
of what the world is and what reality is.247 
What this really means is that one who denies any ideology has still espoused 
certain thoughts and actions. Recognition is the first step to moving forward in 
any direction — musery — musing— is allied with self-reflection. 
What we eat, what we wear, what art we choose to see, what we choose 
for research topics, what we say, reflect our personal attitudes and philosophy. 
Every detail of our lives need not be a worthy subject for self-reflection. None¬ 
theless, degrees of self-reflection lift one out of the passivity of the work-a-day 
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world, and present potential harmony between "art" and "life." In this desired 
harmony there remains yet an honored place for happenstance, intuition, caprice. 
Musery, absorption in thought, sometimes purposeful, sometimes free, as 
in many kinds of meditation, is a virtue to consider. Museums are places for the 
muses and places for musing. Musery is a state not requiring a special place. 
Disgust/. Laughing out Loud 
The Dalyan virtue of Disgust is profound revulsion experienced and 
expressed by women who are 
overcoming psychic numbing and coming to our senses; habit of Discern¬ 
ing Women whose honest loathing is Aroused by the behavior of Snools/ 
fools/drools in the State of Lechery .248 
Disgust, then, is equivalent to having antennae that pick up on 
phallocratic speech, actions, and attitudes. Essential to moving beyond a state of 
servitude. Disgust works with another virtue. Laughing Out Loud. Another 
Dalyan virtue. Laughing Out Loud, is a 
lusty habit of boisterous women: habit of cracking the hypocritical 
hierarch's houses of mirrors, defusing their power of deluding other; 
cackling that cracks the man-made universe, creating a crack through 
which Cacklers can slip into the realms of the wild...249 
Laughing Out Loud infuriates the ones laughed-out-loud about; it frees the 
laughers. Imagine responding this way to speeches, lectures, texts. Absurdities 
might best be dealt with immediately. 
Prudence 
Prudence is both a moral and an intellectual virtue. In the Platonic 
scheme it functions as an intellectual virtue when a choice is made on behalf of 
the good life for oneself, and for the good of humanity. For Mary Daly, prudence 
means "asking Wild Whys. "250 All of tradition is up for active scrutiny. The 
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prudent woman questions in general, and questions about the implications for 
herself and for women. 
Prudence in intellectual life, and in feminist artwriting is the virtue that 
exhorts us to ask the Dalyan Wild Whys - and Wherefores. Prudence, in this 
scheme, may move one to the utmost extremes of iconoclasm, "heresy," and 
heterodoxy. It is not a "holding tank" for safety, security, and the perpetuation 
of the patriarchal schemata of thinking and living. 
Art 
Art, among many things, can be a face of atrocity. It can be a virtue. Art 
flourishes in unexpected places. Art flourished in Nazi concentration camps, in 
necessarily limited ways. The Nazis set up museums at some of the camps. 
Auschwitz was one site, where objects including coins, paintings, folk items, 
even Judaica were displayed. During building excavations at Gussen, near 
Spielberg, archeological materials were found and carefully preserved in a make¬ 
shift museum. 
At Theresienstadt, a so-called model camp where international visitors 
were taken to inspect, lectures, concerts, and art classes were held. Krzysztof 
Dunin-Wasowicz dtes art activities in many of the camps, sometimes by Nazi 
fiat, sometimes prisoner-initiated, dangerous, and outside of the law.25* 
The women's camp at Ravensbruck had a secret and illegal artistic culture. 
Participation could precipitate beatings and other severe punishments. The 
artists here and in other camps united in spirit through art, "to fight against evil, 
to fight for the victory and beauty."252 Under unspeakable conditions art flour¬ 
ished, allied with feeling, thinking and acting inspired by an impassioned ethics. 
For some of the prisoners, art was related to survival. Some surviving 
writings, drawings, musical compositions have subsequently been published. In 
the 1980s, and 1990s, a new generation of artists, some Jewish and some not, have 
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dealt with the Holocaust in their art, and with other atrocities of World War n, 
and other wars after. These grotesque events are a recurrent compelling source 
of artistic activity, and elicit emotional outpourings. 
And yet, what about the Nazi devotion to art? Some of this impassioned 
devotion related to its propaganda value, to profit, to national chauvinism, or 
also to a "humanistic" love for artistic achievement of various cultures and eras. 
Various levels of sophistication and openness were to be expected beyond the 
official party line. Enormous efforts went into storing, preserving, and safe¬ 
guarding German art treasures and those stolen or confiscated from Jews, or 
conquered peoples in Poland and Czechoslovakia, etc. Art deemed degenerate 
was sold, or burned or otherwise destroyed. 
Artists of "inferior" ethnicity, or heterodox political views, or whose work 
(even if they were Nazis) was "degenerate" (entartef) either escaped, were exiled, 
imprisoned, or allowed to remain in Germany but forbidden to make art 
fMalverbof). A recent study by Lynn Nicholas details the enormity of the Nazi 
art projects: displaying, collecting, destroying, elaborate safeguarding, mass 
transports, sinister market dealings, thefts, and bureaucracies. 
Never had works of art been so important to a political movement, and 
never had they been moved about on such a vast scale, pawns in the 
cynical and desperate games of ideology, greed, and survival. Many were 
lost and many are still in hiding.253 
Her study also tells the story after the war with the Allies and the complexities 
involved in finding the caches of objects, and determining where they rightfully 
belonged. "To the victor belong the spoils" was officially disallowed as a prin¬ 
ciple, but was not always clear or simple or easy to give up in practice. 
Any imputation of ethical substructures to art is certainly obfuscated by 
thinking of the different approaches: valiance and survival mechanisms of the 
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prisoners, the false art euphoria of the Nazis, and the overwhelming tasks of the 
Allied monuments officers (the Russians, French, British, Italians, and others also 
had their own national property bureaus and operating codes). Within each 
group, and the Germans too, post-war, numerous ideas, allegiances, 
happenstances, ethics if you will, were emerging and calling. Nicholas, if not 
always apprised of the range of positions or subtleties, as an artwriter on this 
subject, could not help but confront the ethical struggles on all sides, however 
misguided or patently unethical. There was a consciousness, an awareness of 
art's power. 
The Allied fire-bombing of Dresden was rape, from another side, intended 
to humiliate and destroy. The city was of no strategic value. The "Florence of 
the Elbe" was "rightfully" vanquished. Rape begets rape; rape the country; rape 
the people; rape the art. War has to do with entitlement, art is a part of that 
entitlement. Afterwards, the Allies, with a degree of munificence, admittedly, 
could give some art back to its owners, the patriarchal order to restore. 
Art contributes to identity. It is like clothing. It adorns homes and public 
buildings. Its makers, its writers, its public endlessly debate its merits, its neces¬ 
sary components, its form and style, its content, its meaning. Art can rise to high 
occasions, or sink to the odious depths. It can be a virtue, pointing to imagina¬ 
tion and freedom. 
Ervin Staub concludes his book The Roots of Evil with a short section 
entitled "Writers, artists, the media, leaders, all citizens." He seeks to engage 
"artists, writers, reporters, and others who work in the public domain" toward 
using their work as a means of eliciting social change. "We must engage them 
and discuss with them the individual and cultural bases of violence and benevo¬ 
lence and their potential to shape public awareness and influence policy. 254 
Looking forward to a cooperative world where individual welfare counts, he 
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recommends the practice of setting small goals and working on them, with a 
view to higher goals. What is essential? Commitment and "the courage to ex¬ 
press ideas in words and actions." Years of study and thought about the Nazi 
holocaust, and other mass atrocities, convinced him that some form of activism, 
repeated, habitual, can intercept the power of evil. Staub may have grossly 
overstated art's potential role in intercepting evil, but art as a virtue can in some 
situations make a valiant attempt. Certainly, art can also be a source of pleasure, 
entertainment, humor, exaltation; it need not always labor under monumental 
responsibilities. 
Vision 
If one is said to have "vision," what is meant is the ability to envision, that 
is image, image what could be, perhaps should be. Something important lacks in 
what is. To say that a political leader like Patricia Schroeder has vision, or a poet 
such as Olga Boumas, or a literary figure such as Alice Walker, or a philosopher 
such as Mary Daly, is to say that they have moral and artistic imagination. They 
intuit something beyond, something greater. They construct something grand in 
scope. 
They know that certain customs, ways of life, atrocities must cease, certain 
paths must emerge. The knowledge of the future is not prophecy. It is deeply 
known and felt in the body, with the whole of one's being. The specifics may or 
may not be a part of vision. 
Art and vision are naturally allied, but not all artists have vision, nor do 
all artwriters or feminist artwriters. Acknowledging the importance of vision is a 
first step. Vision is cultivatable. Vision is an intellectual virtue. 
Felidtas D. Goodman suggests that one manifestation of a visionary 
experience is "the indomitable urge to flee into the wilderness."255 Of the wilder¬ 
ness of the desert, forest, mountain or desolate seacoast she may be speaking, or 
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of the great wilderness of the mind. Unfettered, constantly deacculturating, the 
mind, too, has wilderness. Visions and vision crack through the surface of seem¬ 
ing reality. Seeing on one level, seeing on many levels is a moral and intellectual 
virtue in life, and a moral, intellectual and aesthetic virtue in art. Vision and 
imagination go hand-in-hand. Mere literal-mindedness must be superseded. 
Vision implies observing and naming the horizon, and crossing the 
boundary/boundaries. 
Xenomania 
Xenophobia is a familiar concept: fear or loathing of strangers or the 
foreign and unfamiliar. The range may be from an uneasiness and caution to a 
deep antipathy or actual hatred. The current barrage of psychoanalytic and 
sociological discussion of the "Other" assumes a basic human xenophobia, as a 
kind of partial rationale for racism, ethnocentricity, sexism, classism, speciesism, 
etc. 
What is patently missing in the discourse of the other is the opposite end 
of the spectrum, xenomania or xenophilia. Xenophilia, the milder of the two, is a 
fondness or attraction to people or things foreign. I prefer Xenomania, a passion 
for people or things foreign, sometimes to an extreme degree. From the Greek 
root meaning literally "passion for the strange," Xenomania is a passion for the 
strange, unknown, foreign, queer, mysterious. It is a desire to explore: the 
world, people, ideas, objects. It is an active, pursued, valued impulse as a virtue, 
to be nurtured and cherished. The search for novelty or the acknowledged 
avant-garde pales in comparison with the virtue of xenomania. 
As with any virtue, it could have a negative side. If the xenomania led to 
the criminal or evil aspect of the strange, or the love of the foreign became obses¬ 
sive to the point of rejection of the "non-strange," for instance. The xenomania I 
am proposing as a feminist virtue can lead to circuitous, spiraling journeys into 
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the past, into antiquity, the occult, science, distant lands, esoteric languages, 
dazzling objects, inspiration, or futurism, with a sustained sense of their attrac¬ 
tion. 
Think of all those individuals (or even cultures) who vehemently "adopt" 
a country, culture, or ethnic group, who have no familial or other direct connec¬ 
tion to the group or "foreign" subject. One person may adore all things Japanese, 
learn the language, spend periods of residence; another has always been drawn 
to Native American cultures, and goes to live with a tribe, eventually settling in 
with them; another is fascinated with Korean Celadon ceramics of the twelfth 
century and devotes her life to researching and collecting it, professionally and 
personally; yet another is enthralled with classical Indian music, learns to play 
the sitar, and treks the Himalayas. These are abiding passions, no mere passing 
fancy. 
Xenomania may even bring one to extraneity, or be the result of it. 
Extraneity, the state of being extraneous, in one connotation, is "not belonging to 
a specified community, country, or family" (OED). Virginia Woolf thought that 
as feminists, we have no country. A passion for the strange, the new, the revolu¬ 
tionary may indeed combine with embracing extraneity as a positive state, one 
chosen. In other cases, xenomania may catapult one involuntarily into the land 
of the strange. The borders of the old world cannot contain, intellectually and/or 
physically. 
Xenomania can mean a new appreciation for the strangeness, for the 
familiar, as well as the distant and unknown. A landscape, seen hundreds of 
times, bathed in a new tranquility, by an intense hue, a portrait with a certain 
striking quality of character elicited by the artist, a common object struck in 
bronze. Xenomania can be a recognition, an affirmation of a special presence in 
the seemingly ordinary. 
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Xenomania is the missing factor in the endless discussions of difference 
and the Other. Xenomania may be as prevalent as xenophobia, a basic counter¬ 
part. Xenomania is a drive toward the Other. For some it is a raging passion and 
a virtue. It has long existed. 
Essential to an extraordinary comprehension and true appreciation of art, 
xenomania may facilitate an impassioned connection with many kinds of Other¬ 
ness. Seeing art, making it, and communicating about it, beyond ordinariness, 
requires xenomania. 
Conclusion 
We could think of the virtues existentially, as aspects of Be-ing, as present 
active participles: Expanding, Imagining, Asking (questioning). Teaching and 
Learning. They are ways of Be-ing, ways of acting and attitudes. Feminist 
artwriting implicitly incorporates these virtues, as I have taken the liberty to call 
them, and certainly others not addressed. 
Analyses of feminist writing about art, with an effort to discover their 
underlying ethical concepts, principles, ideas, beliefs, and passions, have become 
metaethical discourses on art, and are a step removed from writing directly on 
art. The very fact that so many ethical perspectives are inherent and unidentified 
in this genre of feminist writing indicates the foment and vigorous activity. 
Feminist artwriters are at many places, in a great range of operations, from the 
highly radical to the relatively conformist, as discussed in Chapter Three. 
Whether an artwriter works in isolation or in occasional collaboration, 
feminist individuals, organizations, associations, texts, and conversation in its 
broadest sense, are available as a discursive community or psychic "university 
without walls." She must however, matriculate into this convention/interven- 
tion, where there is no terminal degree and there are endless "courses." 
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CHAPTER VI 
AN EPOCH, PROGRESSING 
Wanderer gathers dusk in mountains 
to end the wind the stream 
only riverbank hurry me 
Only poetry. Olga Broumas and T. Begley 256 
A broad survey such as this study can only suggest the character of the 
feminist art movement. By citing the statements of many artwriters about their 
work or about aspects of art, I endeavored to convey some of the ethical inspira¬ 
tions and motivations towards this work. To be sure, consensus on the issues, 
methodologies, or proposed changes, is not the reality or even a goal. Yet truth, 
justice, expansiveness, embrasure of the unknown and unfamiliar, transgression 
and transformation, centered through feminist vision, constitutes a diffused 
"essence" of the movement. 
Individual interpretations of these principles, values, positions, and beliefs 
determine the course pursued. Ebb, flow, flux, waning, degrees of commitment, 
intensity, knowledge and wisdom are to be expected. Difference does not pre¬ 
clude attempts at characterization. Difference may mean: basic conservatism vs. 
radically. It may mean, ataraxy vs. intellectual passion. It may mean hermitage 
vs. communal living. It may mean adherence to socialism vs. totalitarianism. 
Then there are the four temperaments, or the nine personality types of the 
enneagram, or the twelve astrological types, or the Chinese astrological types 
symbolized by animals, or the three basic types of the ayurvedic system, or 
biological factors, or health factors. There are the predominant virtue types 
portrayed by the beatitudes. These and many systems of categorization, loosely 
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or strictly constructed, speak to difference. There may be something to learn 
from all of these, before we even consider race (a construction also), ethnicity, 
class, religion, geography, nations. All exist in a world comprised of good and 
evil in various degrees. If there is one universal, it is that of the existence of 
difference. I accept responsibility for the assumption of difference. 
There are those who shun difference, those who elate in it. This too is a 
difference. Generally, however, feminists are awake to difference, alert to its 
histories, diligent in acknowledging it. There is a long road to travel. 
Multiculturalism in its broadest sense is an arena for investigation and examina¬ 
tion of what difference is and what it means. Xenomaniacal and xenophobic 
struggles are inherent in feminism and played out by the art-world feminists. 
The ideal of shared world views has adherents; those world views, agreements 
on certain basic ideals are not locked into class or racial or other identities or are 
they the province of them. At the same time, they have significance. A feminist 
world view does hold that sex is a factor, unavoidable, in the goal of achievement 
of self-realization in a world where patriarchy has prevailed for many centuries. 
To maintain that half the human race should be able to live to the fullest extent 
leaves the means wide open. It also does not specify a denial of the need for 
male transformation. It chooses to concentrate efforts on behalf of women. No 
fata morgana is this movement on behalf of women, which repudiates misogyny 
and affirms Gynesophia. 
A significant trend of the 1990s is to deny any commonality to "woman" - 
differences due to race, class, etc. are held out to be so great as to render any 
generalizations false and invalid. Sandra Harding, for one, has come to deny 
"woman"257 and the tenor at the Berkshire Conference on the History of Women 
(Vassar College, June, 1993) was cautionary in this regard.255 Patriarchy too was 
denied as an ahistorical generalization since it differs according to the circum- 
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stances of time and place, etc. The fact of differences among women, and in the 
manifestations of patriarchy, are undeniable. Difference does not eradicate the 
fact of commonalities. In fact, the general condition of patriarchy is the most 
basic experience of women, across national, economic, educational, racial and 
other lines. The attitudes of a Wolfgang Lederer or a Gauguin and a parade of 
others, dfi have something in common, a view of what women are and what 
they should be, and what they should and should not do, and of male entitle¬ 
ment. The question of how patriarchal attitudes and systems of rule affect indi¬ 
viduals, and the origins of these attitudes and behaviors are obviously highly 
variable and debatable. It is necessary to be aware of difference and connections 
simultaneously, not an impossible task. 
If there are no "women," there can be no mass movement of liberation, 
only myriad splinter groups fractured in dissention, and ever-further refine¬ 
ments of identity. This is an absurdity. There are women; there is a women's 
movement internationally; and there is a women's movement in art, a major part 
of which is feminist. The feminist art movement is many things, but it is fired by 
ethical principles and goals. Countless artwriters and artists have demonstrated 
this continually, in different ways and with different priorities, to be sure. 
A community of women in the arts working individually and collectively, 
is one aspect of the movement, and need not indicate membership in a formal 
group. Griselda Pollock muses about her development as an artwriter. Among 
the influences are: 
The conversational community within which I work and to which I have 
access through the magazines, conferences, exhibitions, and educational 
institutions which form the social organization of radical intellectual 
production in Britain. 259 
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Conferences and other gatherings have been named as valued experiences 
by testimonies reviewed in Chapter Four. They are valued for themselves and 
for where they may lead. 
Women's studies, sometimes pursued as feminist studies, is still going 
through a period of intense debates, as it perhaps always will. In 1971, literary 
critic Elaine Showalter called the conflicts inevitable, since 
WS did not spring full-grown from the head of the Women's Liberation 
Movement; nor was it the daughter of the civil rights movement, or the 
youth culture, or the Free University Movement, although all of these 
clearly played a part in its development.-260 
Women's studies does focus on women, but also considers other factors 
besides gender. Race, class and ethnicity assert their presence. Expansion of 
knowledge and asking theoretical questions, old ones and new ones, are still 
goals. In the field of art, feminism continues to intervene, but to what extent is 
difficult to say. The feminist art movement has dedicated workers, whose perse¬ 
verance and sense of mission has been able to withstand changes and opposition. 
New faces are needed continually to extend the groundwork of the pioneers. 
Artwriter Linda Nochlin, in 1994, can again express a feeling of exhilara¬ 
tion at her participation and intervention, with others, in changing history itself 
and 
the history of art, of culture and of institutions, and of consciousness. And 
this knowledge, even today, almost twenty-five years later, gives us an 
ongoing sense of achievement and purpose like no other I know of. 261 
The exhilaration comes from dedication to intellectual and moral ideals 
and virtues, with the virtues helping to forge the ideals, yet always grounded in 
the day-to-day work in art and educational endeavors. Her zeal and sense of 
purpose parallels that of many of the artwriters referred to in this study who 
persevere in their respective efforts. 
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Other artwriters respond in another way. Many have allied their artistic 
interest with political stances and positions that rally against violence, hatred, 
and a range of social evils. Judy Chicago, whose Dinner Party and Birth Prnjprt 
focused on women's history, recently completed her Holocaust Project, an exhi¬ 
bition and a literary documentation in which she made connections among evils. 
I've been studying...the processes by which living creatures are turned 
into packaged meats. The same psychic mechanisms of distancing, so well 
described by Robert Lipton in Nazi Doctors, are employed by those en¬ 
gaged in factory farming, animal management, slaughterhouse work, and 
even we who are the consumers of the end products.262 
Feminism exposes psychic distancing and masking of violence. Engagement, not 
en-cagement in ennui and passivity, as in Kate Millett's sculpture Terminal Piece 
in that first issue of Ms*/ is a prime value. 
A major bibliography of women in philosophy (1992) by Else M. Barth, 
had three general objectives: 
to incorporate women's publications in the main body of philosophical 
thought, increase the visibility and use of publications created by women 
and minorities, and to indicate the variety of approaches, concepts, theo¬ 
ries, and so on embodied in these works.263 
Barth construes the bibliography as an empirical study of "women's 
current intellectual activities and interests in philosophy," and as evidence of the 
great variety of thinking available for study and critique.264 
With a clear sense of mission, she hopes to introduce significant work by 
women into the mainstream of philosophy, creating a broad forum for it. Deci¬ 
sively anti-seperatist, she wants women's work "right in the heart of each aca¬ 
demic field and (sub) discipline," where it belongs.265 Barth's activism on the 
epistemological front is inseparable from an ethical stratum driving her on. 
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Cassandra Langer, in her important bibliography of feminist art criticism 
(1993), has as one objective^ overview of women's work in the field, as Barth 
had for philosophy. Langer's overall objectives however, were more focused on 
the benefits to women from the availability of such a bibliography, which unlike 
Barth's, is annotated. As with Barth, Langer has a strong sense of mission. She 
devoted many years to the preparation of the volume, out of deeply held ethical 
convictions for the necessity of the project. She calls the result a step towards 
a praxis that encourages a consciousness free from previous models that 
are limited or biased. It is a personal and political dream that I am still 
trying to make come true.266 
Langer's and Barth's bibliographies reflect their idealism and make women's 
works available to a large audience of scholars. 
Philosopher Agnes Heller speaks to the impossibility of living outside of a 
set of moral convictions, choices, or practices, whether consciously or not, by the 
very fact of living. 
Women and men, denizens of our world, living and fearing, desiring and 
suffering, we are the carriers and vessels of moral norms, moral discourse 
and moral obligations. We are, therefore, the protagonists of moral phi- 
losophy.267 
Feminists artists and artwriters, one way or another, through their work, 
express, deny, reflect, or create anew a worldview, a philosophy, through the 
existential confronting of self in the world. Reflection on the matter of self in the 
world is a part of the life-long processes of liberation, one that concomitantly 
"introduces a new hierarchy of virtues into the world."268 
The collective which brought the first issue of Heresies (1977) into being 
affirmed a critique of art and politics informed by feminism. 
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We hope that Heresies will stimulate dialogue around radical political and 
esthetic theory, encourage the writing of the history of femina sapipn<; 
and generate new creative energies among women. It will be a place 
where diversity can be articulated. We are committed to the broadening 
of the definition and function of art.269 
Expansiveness and wisdom among women refer again to intellectual 
virtue. With great moral energies this collective, together, encapsulated the 
necessary Exorcisms — through the radical discourses and critique, and the 
embracing of Ecstasies — reclaiming the wisdom of the past, gynesophic wisdom 
and future potential, that carry feminist artworkers forward into deeper realms. 
A male view of wisdom has quite another connotation. 
Arranged on Freud's desk in Vienna (and later recreated in London) was 
his collection of small antique statues "like an audience" - "his dependable, silent 
audience, which represented for him the wisdom of the ages."270 Freud felt 
connected to ancient wisdom through them. The archeological processes of 
unearthing them and the ancient cities seemed similar to the "excavations" of 
psychoanalysis. The physical proximity of the art objects led him often into 
aesthetic and historical contemplation. He experienced an Erquickung, a sense of 
life and power from them.27i 
Art was incorporated into the very origins of Freud's psychoanalytic 
theories. Not only were neuroses and pathologies to be excavated, but a whole 
system of layering of interactions of past, present and future. Whatever Freud's 
limitations in terms of understanding male/female psycho-sexual development, 
his journey toward "unlocking" mysteries of the psyche utilized the aid of art. It 
was both "for its own sake," and instrumental in his meanderings in psychology. 
Freud's living audience was by and large a male audience; the ancient 
audience represented an unbroken patriarchal power structure and system. His 
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intellectual work was predicated on the male as the standard of humanity, with 
the female as something Other. Male spokespersons defined that otherness quite 
explicitly for themselves and for their audiences, in psychology, in the arts, in all 
endeavors as they always have done, in company with gooddaughters who echo 
their authoritative pronouncements. Psychoanalytic theories grasp the energies 
of many feminists, who, while aware of the serious problems and issues in its 
history, nevertheless perceive the process involved in growing feminist con¬ 
sciousness as profoundly psychological. 
Adrienne Rich, in writing that contains elements of philosophy, education, 
art, and psychology, deems poetry no less important than the material necessities 
of life. Like Mary Caroline Richards, she has long known 
how poetry can break open locked chambers of possibility, restore 
numbed zones to feeling, recharge desire. "272 
Poetry is no mere self-indulgence of frivolity. Heightened knowledge of 
the operations of social and political life cause her to condemn "the timidity, 
docility, demoralization, acceptance of the unacceptable" that she sees around 
her. Conversely, she admires courage, boldness, desire for learning, moraliza- 
tion. These are intellectual virtues. As she looks back on her life and her writing, 
she muses — 
Over so many millennia, so many cultures, humans have reached into 
preexisting nature and made art: to celebrate, to drive off evil, to nourish 
memory, to conjure the desired visitation...the revolutionary artist, the 
relayer of possibilities, draws on such powers.273 
. Art, visual, literary, or otherwise, serves as the vehicle into the realm of 
possibilities. No matter how aestheticized is nature, the belovec^or tragedy, the 
effulgent moral vision breaks through, wedded through love, to life. 
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Cast into a psychoanalytic model, art is the analysand, feminist artwriters 
are a society of analysts. How shall we treat the patient? First, we must listen to 
the symptoms at length. Conversation, dialogue — therapeutically required. As 
analysts we work with a talking cure. Writing too is speech. Some will listen, 
that is our hope. 
Vision also comes into play. Looking is essential. Incessantly we look, for 
art is our charge. We are benign scopophiliacs, unfetishized into a domain of 
enlightened looking. Or rather we are on the path, endlessly looking along the 
way. The invisible is coming into the field of vision. 
Unlike many in our profession, we are not drug pushers, we are drug 
'refusers/ decolonizers. Exorcists. Aesthesia, not anesthesia is a goal. We resist 
tranquilization, normalization, and "appropriate behavior" in ourselves and our 
patients. Narcotics of the academy only serve to dull, numb and mask, and to 
naturalize academentia. 
We strive to drive out the forces of conditioning, limitation, acquiescence, 
to hear the authentic voices, the untamed within and without. Our professional 
society of feminist artwriters/analysts and our patient, art, are recreating our¬ 
selves, ever alert to the world around us with its daily life, dangers and epipha¬ 
nies both. Ongoing explorations occur all over the geography of art history. 
Art and feminism carry psychology, too, along with philosophy and other 
fields. Introduction of women into their rightful heritage in history, and the 
simultaneous promulgation of a separate enigmatic, celebratory culture of 
women are ethical missions. The means is up to the discretion of those who 
choose to participate, in relation with others. 
-Education should be the Queen of disciplines. 
-Education could be the Queen of disdplines/Undisciplined. 
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Deaccessioning, When Lack of Space Indicates: 
For Women 
Cast off your woolen canting coats 
and heavy habitry of nuns 
Give up the blood-soaked nessus robes 
and beaded satin wedding gowns 
Refuse the veil prescribed by rule 
and sable capes for frigid days 
Bum up the hair-shirts, vermin-filled 
and dandy garments tailored by guards 
Resist the sheen of slavery's frocks 
and drudgery's dresses from a dour couture; 
Abandon your wardrobes to sun and stars- 
Re-frock with immortality. 
(too warm) 
(too grave) 
(too deadly) 
(too cruel) 
(too bound) 
(too murderous) 
(too vile) 
(too hateful). 
P.A.M. July 1991 
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